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ABSTRACT  
 
On November 15, 1981, the University of Illinois British Brass Band performed its first 
concert, conducted by University of Illinois Assistant Director of Bands James Curnow. The 
ensemble’s antecedents lay in the brass bands established in Victorian England that were populated 
by members of the working classes, while its 1980s founding occurred in the national context of an 
increase in British-style brass band activity in the United States that included the formation of the 
North American Brass Band Association, dedicated to fostering the British-style brass band 
movement in the US and Canada. Several key factors contributed to the success and longevity of the 
University of Illinois British Brass Band, including certain characteristics of the University of Illinois 
Bands program and the institutional support given to the ensemble. Through analysis and synthesis 
of personal interviews and archival research, this dissertation reveals the identity of the ensemble as 
modeled on the traditional British brass band and its typical sound and repertoire, modified by the 
University of Illinois British Brass Band’s own solutions for particular musical and logistical 
demands. Providing a significant educational experience for its players (as well as its conductors) and 
filling an important role in the ensemble offerings of the University of Illinois Bands program, the 
University of Illinois British Brass Band also represented the University of Illinois statewide by way 
of its periodic tours and propagated the British-style brass band performance idiom through its 
more than 90 known performances before its hiatus began in 2011. 
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PREFACE 
 My experience earning a doctorate at the University of Illinois has been rich and satisfying, 
and this project has provided a wonderful finish to it. As a member of the University of Illinois 
British Brass Band from fall of 1986 through spring of 1990, I did not know a great deal about the 
brass band tradition, but I knew I loved playing the music and was grateful for the musicianship of 
the ensemble’s conductors and the inspiring skill of its members. I certainly did not know as I left 
the group and began a career in arts administration that almost thirty years later I would circle 
around to devote many hundreds of hours to research about the ensemble.  
 As I sought a dissertation topic, several ideas presented themselves, usually emerging by way 
of conversations with my husband, but the notion of researching the University of Illinois British 
Brass Band persisted beyond others. Relevant to my focus on euphonium performance because of 
the magnificent opportunities brass band repertoire presents to euphonium players (though not only 
to them), the topic also provided a chance to research a University of Illinois initiative and thus 
make a small return to the institution that has provided me the opportunity not only for fulfilling 
employment but for continuing education, both formal and informal. In addition, and in another 
never-expected circular path, the project gave me the opportunity to reconnect with James Curnow, 
with whom I was fortunate to study at a young age and who along with other teachers such as Dave 
Peterson, Ron Makeever, Robert Gray, Fritz Kaenzig, and Micky Moore shaped my conception of, 
ability with, and enthusiasm for the euphonium.  
I am grateful to have had the chance to collect, compile, and discuss information from 
diverse sources, some of which presented itself at the most opportune times, such as a wonderful 
supply of otherwise unlocatable programs supplied by Connie Fairchild. Gathering this information 
into one document and its supporting structures (such as a performance database) honors the effort 
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given and music made over the band’s thirty years, provides the foundation for this dissertation, and 
makes previously scattered and hidden data useful for future researchers. Whether read by alumni of 
the band or by those who are performing research on brass banding, the group’s conductors or 
members, or other topics, I hope that this dissertation both answers and raises questions, motivates 
further inquiries, and perhaps inspires fond memories. 
 
Maureen Reagan 
mvreagan.uibbb@icloud.com 
Champaign-Urbana, Illinois 
December 19, 2018 
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CHAPTER 1: INTRODUCTION 
This dissertation explores the history of the British Brass Band at the University of Illinois at 
Urbana-Champaign, first looking into the band’s British antecedents, then examining the ensemble’s 
logistics, repertoire, national context, distinctive sound, and ideology from its founding in 1981 
through its hiatus beginning in 2011. This group, one of multiple ensembles offered through the 
University of Illinois band program, was only the fourth British-style brass band to be established at 
an American college or university, and it stands second among British-style brass bands sponsored 
by American colleges or universities in its number of active years, according to a 2016 study by Mark 
Amdahl Taylor.1 Through the use of primary and secondary sources, the project explores the 
practical, musical, and cultural reasons the band was established, why it continued, and factors for its 
hiatus. Repertoire analysis helps to reveal artistic choices over some thirty years. In addition, the 
University of Illinois British Brass Band’s formation is placed in the context of the growth of 
British-style brass bands in the United States and in American universities. This project offers a 
preliminary history, and conclusions are provisional.  
 
The University of Illinois Context 
The University of Illinois at Urbana-Champaign is located in east-central Illinois about 140 
miles south of Chicago, Illinois; 125 miles west of Indianapolis, Indiana; and 180 miles northeast of 
St. Louis, Missouri. In spring of 2018, this land-grant university, founded in 1867, enrolled over 
45,000 students (undergraduate and graduate) through the Urbana-Champaign campus.2 Evidence 
                                               
1 Mark Amdahl Taylor, “British-Style Brass Bands in U.S. Colleges and Universities” (DMA diss., University of North 
Texas, 2016), 105. See Chapter 2 for more information on the origins of the British brass band as a genre.  
2 “Spring 2018 Statistical Abstract of Ten-Day Enrollment,” on University of Illinois at Urbana-Champaign website, 
accessed 17 February 2018, http://www.dmi.illinois.edu/stuenr/abstracts/SP18_ten.htm.  
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shows organized student band activity there as early as 1868.3 In spring 2017, the Illinois band 
program listed the following ensembles on its website: Wind Symphony, Wind Orchestra, Hindsley 
Symphonic Band, University Band, Campus Band, British Brass Band (“not currently being 
offered”), Marching Illini, Basketball Band, Orange & Blues Band, and Summer Band.4 Although the 
British Brass Band had been on hiatus since spring 2011, the following course description remained 
posted in spring 2017, with a mention of the ensemble’s specialized British-style brass band format:  
The British Brass Band meets during the Spring Semester and is limited to a strict 
instrumentation of wind and percussion players. Performing in the British Brass Band 
provides brass and percussion students a unique opportunity to display their musicianship 
and technical skills while learning the intricacies of this special ensemble medium. Musical 
selections are chosen from works written specifically for brass band or from arrangements 
and transcriptions by arrangers with extensive backgrounds in brass band scoring. Selection 
to perform in this ensemble is by audition and concurrent registration in one of the many 
university concert bands. (Spring Semester only)5  
While the University of Illinois British Brass Band was in several ways similar to University of 
Illinois wind bands6—both types of band were led by a conductor, performed composed music 
from a written score, used prescribed instrumentation, rehearsed regularly, and so on—the brass 
band used certain instruments uncommon in American wind bands (such as tenor horn and British-
                                               
3 “The Legacy of Illinois Bands,” on University of Illinois Bands website, accessed 17 February 2018, 
https://www.bands.illinois.edu/history. 
4 “Ensembles,” on University of Illinois Bands website, accessed 9 March 2017, 
https://bands.illinois.edu/content/ensembles. 
5 Ibid. That the ensemble remained listed on the Bands website during its several years’ hiatus could indicate an 
institutional intention to leave the possibility open for its return; inertia or oversight; or other reasons. 
6 Wind band here means a band which uses brass, woodwind, and percussion instrumentation. Other terms for this 
configuration may include military band (British terminology), concert band, symphonic band, wind ensemble, and 
more. 
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style baritone), and its history and repertoire differed from American wind bands as well. These 
unique characteristics will be discussed in the following chapters. 
Printed performance programs and other archival material for performances between 1981 
(when the band was founded) and 2011 (when its hiatus began), along with course descriptions such 
as the above, confirm that the University of Illinois British Brass Band during these thirty years 
employed specific British brass band instrumentation and repertoire. Standard British brass band 
instrumentation generally consists of 24 to 25 brass players, as follows: 
 1 soprano cornet (E-flat) 
 8 or 9 cornets (B-flat) 
 1 flugelhorn (B-flat) 
 3 tenor horns (E-flat) 
 2 baritones (B-flat) 
 2 euphoniums (B-flat) 
 2 tenor trombones (B-flat) 
 1 bass trombone (B-flat) 
 2 basses (E-flat) 
 2 basses (B-flat) 
 plus percussion7 
In a brass choir (as differentiated from a British-style brass band), the number of performers tends 
to be flexible, varying according to the performing forces required by each musical work. Other 
differences between a typical brass choir and a British-style brass band include the brass band’s use 
                                               
7 Arnold Myers, “Instruments and Instrumentation of British Brass Bands,” in The British Brass Band: A Musical and Social 
History, ed. Trevor Herbert (Oxford: Oxford University Press, 2000), 174. 
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of cornets (not trumpets) and flugelhorns, tenor horns8 (not French horns), baritones (British bore 
baritones, distinctly different from euphoniums), and E-flat and B-flat basses. All the brass 
instruments except bass trombone read from treble clef parts.9 The physical characteristics of the 
instruments used in a typical British-style brass band and the way in which those instruments are 
combined in the ensemble create a distinctive sound that is unified within itself yet also able to offer 
multiple tone colors. 
 
Early Activity and an Introduction to a Nascent National Movement 
Harry Begian served as University of Illinois Director of Bands from 1970 to 1984. In his 
dissertation The Life and Work of Harry Begian, Carroll Lewis Wallace mentions the University Bands’ 
hiring, ca. 1981, of conductor James Curnow, noting Curnow’s involvement in the startup of the 
University of Illinois British Brass Band:  
Curnow’s duties included conducting the Symphonic Band II as well as the newly-formed 
Brass Band. Curnow was particularly excited about conducting the Brass Band because, as a 
life-long Salvationist, he had been a member of several Salvation Army Brass Bands. Begian 
had requested from Dean McKenzie the funds necessary to purchase additional brass 
instruments for this ensemble. McKenzie graciously consented and E-flat cornets, alto 
horns, and E-flat tubas were purchased. The Brass Band became the seventh ensemble in 
the Department of University Bands.10  
                                               
8 Tenor horns are sometimes called alto horns in the United States.  
9 Herbert and Wallace call the use of bass clef for bass trombone “a legacy from the early days of banding, though early 
sources often show all bass parts in bass clef.” Trevor Herbert and John Wallace, “Aspects of Performance Practices,” in 
Herbert, British Brass Band, 287. 
10 Carroll Lewis Wallace, “The Life and Work of Harry Begian” (DMA diss., The Southern Baptist Theological 
Seminary, 1994), 125-126. Accounts of obtaining the first instruments differ slightly from each other, although the basic 
outline remains consistent. 
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It is important to note that the band program did not become part of the University of 
Illinois School of Music until the mid-1980s; until that time, and at the point when Curnow was 
hired, University Bands comprised an independent department, reporting directly to the Dean of the 
College of Fine and Applied Arts. Jack McKenzie was dean of the college from 1971 to 1991.11 
The formation of the University of Illinois British Brass Band occurred at approximately the 
same time as an important development at the national level in the United States. In 1980, director 
of North Carolina State University’s music department J. Perry Watson began to seek out and 
establish communications among British-style brass bands in the United States. At the same time, 
Watson communicated with British publishers of brass band music and British brass band 
musicians, seeking to connect this British network with American enthusiasts. In April 1980, Watson 
began to write, edit, and distribute a newsletter called The Brass Band Bridge. In the first issue, Watson 
expressed his desire to create a registry of North American brass bands and invited readers to send 
items of interest to be published in future issues.12 In later recollections, Watson said, “Because of 
vast distances within this country [and] to and from the British Isles, one of the first tasks I saw was 
communications and bringing news of, for, and about brass bands to all interested people. In 
essence, we needed to build bridges to one another. That was the reason for the name and the 
                                               
11 Ann Silverberg, A Sympathy with Sounds (Urbana-Champaign: The University of Illinois School of Music, 1995), 97. The 
department offered courses (ensembles) for required or elective credit, depending on a student’s major. In an interview 
for this dissertation, James Keene, University of Illinois Director of Bands 1985–2008, reflected that had Bands already 
been a part of the School of Music at the time the University of Illinois British Brass Band was being established, it 
might have been more difficult to obtain funding for the instruments; the money might well have been allocated to other 
needs within the School of Music. In this way, the independence of the department at that particular time might have 
assisted in the development of its brass band. James F. Keene, phone conversation with author, 14 November 2018. 
12 J. Perry Watson, ed. and comp., The Brass Band Bridge 1 (April 1980): 1, http://nabba.org/pdf/bridge/001.pdf. This 
issue also mentions a United States tour by the National Brass Band of New Zealand that would include a performance 
at the University of Illinois at Urbana on October 27, 1980. (The performance took place at Assembly Hall [now State 
Farm Center].) In the second issue of The Brass Band Bridge, June 1980, Watson mentions that the newsletter is being 
mailed to 82 names/addresses in the United States and nine in England. The list of recipients is not available in the 
sources I have researched. In this and subsequent references, where it seemed very likely or certain that J. Perry Watson 
was the author of an item in The Brass Band Bridge, I have listed his name in the citation. 
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function of The Brass Band Bridge.13 Through various efforts by Watson and others, by September 
1983 a new organization was formed: the North American Brass Band Association (NABBA), to 
foster the British brass band movement in the United States and Canada.14 
In Issue 6 of The Brass Band Bridge (November 1981), Watson writes that the following band 
would be added to the brass band registry: 
The University of Illinois Brass Band 
c/o James E. Curnow 
Harding Band Building 
1103 South Sixth Street  
Champaign, Illinois 61820 
Watson also quotes, with his own comments added, a correspondence he received from James 
Curnow:  
. . . we just finished our third rehearsal last night and it is going to be an excellent group. We 
are using the standard brass band instrumentation which includes the Eb horns, two 
English-bore baritones, the Eb Soprano cornet—all Yamaha—with a total membership of 
27 players. The band is working on Connotations (Gregson), Procession of the Nobles (Rimsky-
Korsakov/Curnow), La Gazza Ladra (Rossini/Wright), March Bravura (Himes), Crown Imperial 
(Walton/Wright), Themes from the Italian Symphony (Mendelssohn/Goffin), Celebrations 
(Condon), Nimrod (Elgar/Goffin), The Last Spring (Greig [sic]/Steadman-Allen) for a concert 
on November 15. (Writer of this newsletter, . . . Whew!!) 
                                               
13 Diana Herak, 25-Years of NABBA History (NABBA, 2007), 7. 
14 Amy Schumaker Bliss, “The Brass Band Bridge and J. Perry Watson: A Link to the Beginning of the North American 
British Brass Band Movement,” Journal of the World Association for Symphonic Bands and Ensembles 21 (2014): 132. 
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Since the Illinois Bands (Dr. Harry Begian, Director of Bands) have continued to 
carry on the tradition of using cornets for concert bands, our students have already 
developed a sense of a cornet playing concept, so the brass band sonority is quickly taking 
place. [editor, italics added] We eagerly look forward to learning of this brass band’s activities and 
accomplishments and reporting to you.15 
Of special note in this account is the standard British-style brass band instrumentation—
including English-bore baritones not contained in Wallace’s description of instrument purchases; the 
significant amount of repertoire being rehearsed; and the mention that the British brass band timbre 
will be developed at Illinois more quickly than if the university’s bands had already fully abandoned 
cornets for trumpets in their concert band instrumentation. From these beginnings, the University 
of Illinois British Brass Band continued on through thirty years—at least—of rehearsal and 
performance, influencing its players, conductors, audience members, and arguably the American 
British-style brass band movement.  
 
Literature Review  
In the process of my research, three main areas of secondary literature were explored to find 
writings about the history and context of the University of Illinois British Brass Band. The first area 
included general histories of British brass band as an ensemble form and a social/cultural 
movement. While certain articles and books on this topic (such as those by Violet and Geoffrey 
Brand, Trevor Herbert, Roy Newsome, Dave Russell, and Arthur Taylor) provide important 
foundational information, they focus primarily on the British brass band in Britain itself and 
secondarily (and to a much lesser degree) on the British brass band in Australia, New Zealand, and 
                                               
15 Watson, The Brass Band Bridge 6 (November 1981): 3-4, http://www.nabba.org/pdf/bridge/006.pdf. 
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other selected locations. Some limited mention is made of British band tours to the United States 
(for example, during the American bicentennial in 1976) and of the work of American musicians to 
foster a British brass band movement in the United States.16 
Another area of literature reviewed focuses on American university band programs; again, a 
great deal of information is presented about various aspects of these bands, but only a few 
references are made to the University of Illinois, and none to the University of Illinois British Brass 
Band. For example, in The Winds of Change: The Evolution of the Contemporary American Wind 
Band/Ensemble and Its Conductor, author Frank Battisti mentions the University of Illinois band 
program—the program’s instrumentation, commissioning activities, and programming are noted 
briefly. Former University of Illinois Director of Bands Harry Begian, during whose tenure the 
University of Illinois British Brass Band began, is mentioned in lists as a panel member and 
adjudicator and is quoted on his stance about contest participation.17 Battisti does not discuss British 
brass bands in American universities.  
Richard K. Hansen, in The American Wind Band: A Cultural History, makes similarly limited 
mentions of the University of Illinois.18 The published history of the University of Illinois School of 
Music itself mentions the University of Illinois British Brass Band only in one sentence, remarking 
upon the range of ensembles found at the school.19 The only historical narrative focusing on the 
                                               
16 Roy Newsome, The Modern Brass Band: From the 1930s to the New Millennium (Aldershot: Ashgate, 2006), 315-318; Arthur 
R. Taylor, Brass Bands (St. Albans, Hertsfordshire: Granada Publishing Limited, 1979), 185. 
17 Frank L. Battisti, The Winds of Change: The Evolution of the Contemporary American Wind Band/Ensemble and Its Conductor 
(Galesville, MD: Meredith Music, 2002). In discussing competitions for school bands (primary and secondary schools), 
Battisti quotes a 1990 Instrumentalist article that contained this statement from Begian (232): “As a young band director, I 
believed that competitions and festivals were good for public school bands and orchestras. As time went by I changed 
my opinion about the competitive idea completely. The only kind of competition for musicians is the competition that 
one has with himself and his abilities to recreate music . . . The notion that we’ve got to be number one, and we’ve got 
to be the winners in a competitive situation is stupid. The competitions sound more and more like offshoots of athletic 
departments, not educational institutions.”  
18 Richard K. Hansen, The American Wind Band: A Cultural History (Chicago: GIA Publications, Inc., 2005), 66, 97-98, 171, 
314. 
19 Silverberg, Sympathy with Sounds, Afterword. 
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University of Illinois band program, a dissertation by Peter J. Griffin, covers the period 1867 to 
1908, long before the founding of the University of Illinois British Brass Band.20 A few articles in 
professional journals such as The Instrumentalist and Music Educators Journal from the 1950s on 
mention British brass bands; some simply relate the writer’s experience with these bands during a 
visit to Britain, while others invite readers to consider the possibility of encouraging growth in 
British brass bands in the United States.21 
Very little secondary literature exists in the third area, which examines the secular British 
brass band movement in the United States. (The term secular is used in this dissertation to mean 
brass bands that are not affiliated with the Salvation Army, which is a significant locus of brass band 
activity.) A few articles and dissertations—such as Carroll Wallace’s work on the University of 
Illinois Director of Bands Harry Begian, mentioned above; a 1992 survey of brass bands in the 
United States and Canada by Ned Hosler;22 and a 1991 dissertation on Harry Begian by James Hile 
(second conductor of the University of Illinois British Brass Band)23—give some context regarding 
the development of the University of Illinois British Brass Band. The 2014 article by Amy 
Schumaker Bliss mentioned above provides information on North American British brass band 
activity in the early 1980s.24 Two pamphlets by J. Perry Watson, founder/editor of the newsletter The 
Brass Band Bridge, also give late 1970s/early 1980s context for the North American British brass band 
                                               
20 Peter James Griffin, “A History of the Illinois Industrial University/University of Illinois Band, 1867-1908” (EdD 
diss., University of Illinois at Urbana-Champaign, 2004). 
21 For example: Erik Leidzen, “Some Brass Tacks About Brass Bands,” The Instrumentalist 15 (November 1960): 45-46, 
50. 
22 Ned Mark Hosler, “The Brass Band Movement in North America: A Survey of Brass Bands in the United States and 
Canada” (PhD diss., The Ohio State University, 1992). 
23 James William Hile, “Harry Begian: On Bands and Band Conducting” (EdD diss., University of Illinois at Urbana-
Champaign, 1991). 
24 Bliss, “The Brass Band Bridge and J. Perry Watson.” 
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movement: Starting a British Brass Band 25 and The Care and Feeding of a Community British Brass Band.26 
Mark Amdahl Taylor’s 2016 dissertation, “British-Style Brass Bands in U.S. Colleges and 
Universities,” gives important benchmark and contextual data, but at the time of his research, the 
University of Illinois British Brass Band was not functioning and did not respond to Taylor’s 
survey.27 This literature review thus reveals no academic history of the University of Illinois British 
Brass Band and little published history of the context in which it was formed, showing that there is a 
considerable gap to fill. 
 
Methodology and Sources  
In order to reveal circumstances shaping the founding of the ensemble, as well as its ongoing 
logistics and performances, I have investigated several types of primary source, many of which are 
held by the University of Illinois in the University Archives, the Sousa Archives and Center for 
American Music, the Music and Performing Arts Library, and the Bands office. These materials 
include the papers of University of Illinois Bands faculty and staff, such as correspondence, budget 
requests, travel records, instrument inventories, and so on. Performance programs found in these 
collections and held by private individuals, cross-checked against other performance-related records 
such as recordings, have contributed to a personal database of performance repertoire that I have 
created and analyzed, seeking patterns of continuity and change. Performance programs have also 
provided data for a roster showing personnel 1981 to 2011. I have correlated mentions of the 
University of Illinois British Brass Band in the online archives of the North American Brass Band 
Association’s The Brass Band Bridge with information found in newspapers, campus records, and 
                                               
25 J. Perry Watson, Starting a British Brass Band (Grand Rapids, MI: Yamaha International Corporation, 1984 [second 
printing]). 
26 Perry Watson, The Care and Feeding of a Community British Brass Band (Farmingdale, NY: Boosey & Hawkes [no year]). 
27 M. Taylor, “British-Style Brass Bands in U.S. Colleges and Universities.” 
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performance programs. With each of the four University of Illinois British Brass Band conductors, I 
conducted interviews. While research has been multi-layered and broad, findings are provisional in 
that work by a future researcher could uncover additional performances or facts about those 
performances.  
————— 
The information above has given a brief introduction to the University of Illinois British 
Brass Band, the North American Brass Band Association, the status of literature related to this topic, 
and the methodology of this dissertation. Chapter 2 explores the roots of the British-style brass band 
in Victorian England and traces the genre into the late twentieth century. Picking up around 1980, 
Chapter 3 focuses on the founding of the University of Illinois British Brass Band as well as the 
American national context for the development of a British-style brass band. Chapter 4 begins after 
the departure of the ensemble’s founding conductor and examines the band’s logistics and 
performances through 2011. Concert repertoire is discussed in Chapter 5, while Chapter 6 looks at 
the “Britishness” of the University of Illinois British Brass Band—its continuity with and changes 
from its British antecedents. Chapter 7 provides a concluding look at the path the dissertation has 
taken and suggests opportunities for further research. 
The founding of the University of Illinois British Brass Band in 1981 took place at a pivotal 
time in the North American British-style brass band movement, as the number of British-style brass 
bands in North America was increasing, awareness of the genre was on the rise, and the North 
American Brass Band Association was being formed. In addition, the University of Illinois British 
Brass Band’s first conductor, James Curnow (b. 1943), is a well-known, highly regarded American 
composer, conductor, and clinician for British-style brass band and wind band, and the conductors 
who followed him have all made significant impact with their work, whether with brass band, wind 
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band, or both. Over 530 students participated in the band during its 30-year history. Finally, 
University of Illinois Bands are generally regarded—historically and currently—as among the top 
tier in the United States, and the division’s history remains mostly unstudied.  
 
 
 
 
13 
CHAPTER 2: ORIGIN, TRADITION, AND EVOLUTION OF BRITISH BRASS 
BANDS, CA. 1840 TO 1980  
This dissertation examines a performance ensemble founded in 1981 in the heart of the 
American Midwest, on the campus of an American land-grant university, based on a working-class, 
male-centered tradition that developed in Britain beginning in the middle of the nineteenth century. 
While various kinds of bands with mostly or all-brass instrumentation have existed in the United 
States from around the 1830s, it is a particular British brass band type, and its manifestation at the 
University of Illinois, with which this paper is concerned. In order to explore the British-style brass 
band’s development in the late twentieth-century United States, it is crucial to provide a 
foundational understanding of the genre’s historical origins in Britain. 
 
Mid-Nineteenth Century Beginnings: Instruments 
Discussing brass bands in Grove Music Online, scholar Trevor Herbert states, “In Britain the 
term signifies a specific genre which can be explained in terms of its history, instrumentation, 
repertory and performance idiom.”1 This genre had its start around the middle of the nineteenth 
century, when instrument design and manufacturing improvements converged with specific changes 
in British culture to create commercial and social forces which encouraged the blossoming of brass 
bands across Britain.2 Some writers, and readers, of British brass band history have drawn lines of 
descent from British ensembles pre-dating the brass band movement (such as church, village, and 
military bands of the early nineteenth century and before) to British brass bands, both in general and 
with reference to particular groups. In The British Brass Band, Herbert discusses these earlier genres 
                                               
1 Grove Music Online, s.v. “Band(i), IV. Brass bands” by Trevor Herbert, accessed 12 May 2018, 
http://www.oxfordmusiconline.com.  
2 Trevor Herbert, “The Practice and Context of a Private Victorian Brass Band,” Nineteenth-Century British Music Studies, 1, 
ed. Bennett Zon (Aldershot: Ashgate, 1999): 105-106. 
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and ensembles, acknowledging that their legacy relates to later brass bands in that they established a 
tradition of amateur, notation-based music participation among the working classes, but positing 
that this linear approach does not address the conditions that fostered the larger phenomenon of the 
brass band flourishing across Britain. For Herbert, the most relevant foundation for the British brass 
band movement exists beginning from the late 1830s, when the popularity of brass instruments in 
England began to rise.3  
This increased popularity began with improvements in the design of brass instruments and 
in particular of the piston valve in the early 1800s.4 Valve technology—as opposed to earlier keyed 
systems—could function across a full family of instruments, bass to soprano, and permitted 
instruments to be fully chromatic and in tune. Valved instruments could be manufactured more 
easily than keyed instruments, using readily available supplies and some existing technologies, and 
could be mass produced, at least in part; these factors helped keep instrument prices relatively low. 
Another important factor in the popularization of brass instruments was the advent of the saxhorn 
family of instruments—the grouping of related horns, from low to high, that eventually formed the 
core of the British brass band.5 Developed by Adolphe Sax in 1844-45, the instruments were 
popularized in Britain by the Distin family, whose widely touring quintet was already well known for 
their performances on French horns, slide trumpet, keyed bugles, and trombone before they 
adopted saxhorns after meeting Sax in Paris in 1844.6 In December of 1844, the flamboyant populist 
orchestra conductor Louis Jullien—already a proponent of brass playing—presented the Distins, on 
                                               
3 Trevor Herbert, “Nineteenth-Century Bands,” in The British Brass Band: A Musical and Social History, ed. Trevor Herbert 
(Oxford: Oxford University Press, 2000), 19. 
4 Arnold Myers, “Instruments and Instrumentation of British Brass Bands,” in Herbert, British Brass Band, 164-166; Dave 
Russell, Popular Music in England, 1840-1914: A Social History, 2nd ed. (Manchester: Manchester University Press, 1997), 
217.  
5 Russell, Popular Music in England, 217-218. 
6 In 1846, the Distin family became sole agents for British sales of Sax’s instruments. Eugenia Mitroulia and Arnold 
Myers, “The Distin Family as Instrument Makers and Dealers, 1845-1874,” Scottish Music Review 2, no. 1 (2011): 2-4. In 
the United States in 1838, Alan Dodworth patented his over-the-shoulder family of brass instruments; see p. 28. 
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saxhorns, on one of his London concerts.7 The 1851 Great Exhibition at London’s Crystal Palace—
“the first international exhibition of manufactured products”8—also helped publicize the saxhorn 
family, as well as other advancements in brass instrument design.9 The evolving family of brass 
instruments that thus became popular—the forerunners of much of the current brass band 
instrumentation—were robust, provided good sonority, and were relatively easy to learn and to play. 
The ergonomics of playing the new instruments were reasonably good, and the fingering system 
transferred from one instrument to another, so that a player could switch instruments without great 
difficulty.10 Herbert notes, however, that the use of keyed brass instruments and slide trumpet 
continued beyond the technological improvements in valves, and valved instruments, keyed 
instruments, and slide trumpet were used concurrently for a time. He cites the ophicleide (which was 
keyed) as one example; its use continued throughout the nineteenth century, until its eventual 
replacement by the euphonium—indeed, “manufacturers encouraged the change by offering 
euphoniums as prizes for the best ophicleide players at contests.”11 Both a euphonium professor 
(Alfred Phasey) and an ophicleide professor (Sam Hughes) were appointed in the same year, 1859, 
to the Military School of Music at Kneller Hall. (Hughes was appointed as ophicleide specialist to 
the Guildhall School of Music in 1880.)12  
  
                                               
7 Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 23-24, 27. 
8 “The Great Exhibition,” on Victoria and Albert Museum website, accessed 26 May 2018,  
http://www.vam.ac.uk/page/g/great-exhibition. 
9 Russell, Popular Music in England, 218; and Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 31. 
10 Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 29-30. 
11 Ibid., 28. 
12 Ibid. Both Herbert and Russell point out the use of reed instruments in brass ensembles, at least until the 
instrumentation became standard in the 1880s–1890s for contesting bands, and perhaps later for non-contesting bands. 
Writing about the instruments of the brass band, Myers states, “Like the ophicleide, the euphonium has a wide compass 
and is capable of virtuoso performance. It contributes much to the characteristic rich sound of the full brass band.” 
Myers, “Instruments and Instrumentation of British Brass Bands,” in Herbert, British Brass Band, 170. 
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Social Context and Developments through the Nineteenth Century 
While technology was changing—and largely because of those changes—the social context of 
England was transforming, too. As birthplace of the Industrial Revolution, which originated in 
Britain in the mid-1700s, England had already been grappling for decades with the changes 
industrialization wrought. The move from a largely agrarian and home-centered craftsperson society 
to one sited primarily around factory-based manufacture had uprooted and altered daily life in 
England, changing the distribution of wealth, concentrating population into cities and industrial 
villages, expanding the middle class, and creating devastating working and living conditions for many 
in the working classes. From about 1850, the working hours of those employed by industry began to 
come under some limits (although they were still grueling by today’s standards). This created a little 
free time for members of the semi-skilled and skilled working classes. In addition, portions of the 
working classes enjoyed a modest increase in financial prosperity. With access to a little more time 
and a little more money, these citizens had additional options to incorporate more and different 
music in their lives.13 This development fitted well with the Victorian upper classes’ paternalistic 
desire to propagate music as a form of self-improvement and social improvement on the grounds 
that music could positively influence character, temperance, and culture, among other things—
particularly among the working classes.14 In addition, the rise in popularity of valved brass 
instruments beginning in the 1840s and 1850s, mentioned in the previous section, took place 
                                               
13 Russell, Popular Music in England, 14-15. Russell states, “The new leisure time was usually in the evenings after 7.00 and, 
particularly from the 1870s, on Saturday afternoons from 2.00. It was the creation of these distinct periods of free time 
into which leisure pursuits could expand, rather than the increase in free time in absolute terms, which proved so vital to 
the development of popular music and, of course, to all forms of popular recreation.” Rehearsals and performances 
could take place in evenings, and the musical contests that were to prove so popular and important occurred on Saturday 
afternoons. 
14 Ibid., 23-25; and Herbert, “The Practice and Context of a Private Victorian Brass Band,” 105. While Herbert’s article 
focuses on the private Cyfarthfa Band, it also contains a concise summary of the early development of British brass 
bands. 
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simultaneously with the significant expansion of the musical profession in England, as well as an 
increase in public concert-going, including attendance by members of the working classes.15 
These changes and confluences did not go unnoticed by those on the selling side of the 
market. A mass leisure industry began to develop to meet the needs and desires of the working 
populace, capitalizing on the new time and resources available, as well as on the push for “rational 
recreation” to create moral and social good. Instrument makers/sellers and later, music publishers 
and sellers, created specific marketing plans to put their products into the hands of consumers—in 
the case of brass bands, of working class consumers—at an unprecedented rate. These methods 
included hire-purchase (“rent to own”) agreements, offering incentives for the purchase of 
instruments as sets, discount plans, the awarding of instruments as prizes at contests or rewards to 
contest winners who were already using the firm’s goods, advertising that pushed the newest models, 
endorsements, and more.16  
In this context, beginning in the 1840s and continuing for several decades, brass bands 
proliferated. Although exact numbers are difficult to determine, it appears that brass bands—of 
varying sizes and instrumentation—were ubiquitous and widespread throughout England.17 Figure 1 
provides an image of an early 1900s English brass band, with the instrumentation that became 
typical from the 1880s. Figure 2 depicts the Brighouse and Rastrick Temperance Prize Band (also 
English) marching in a festival in about the early 1900s; marching was a common duty for British 
brass bands of the nineteenth and twentieth centuries. Herbert states that while there was not a 
definitive pattern for the establishment of a brass band, three major types emerged. The first type 
was connected to one workplace or to one source of financial patronage. Subscription bands 
                                               
15 Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 31, citing Ehrlich.  
16 Ibid., 44-45. 
17 Ibid., 34; Russell, Popular Music in England, 205-206. 
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comprised the second, and probably largest, category; these obtained financial support from a 
community and/or an institution, such as bands affiliated with temperance organizations. Herbert 
notes an important point that goes against a stereotype regarding the British brass band:  
These two categories are often difficult to distinguish from each other, because works bands 
were often subscription bands. The fact that a band carried the name of a mill or factory did 
not necessarily mean that it owed its origins to the owner of that mill or factory. . . . while it 
is commonly presumed that Victorian brass bands received direct philanthropic 
sponsorship—for example, from mill, factory, or mine owners—such patronage probably 
accounted for only a small percentage of the bands that were formed.18  
Herbert and Russell agree that while such patronage was important, its prevalence has been 
overstated.19 However, support from wealthy members of the industrial middle class did matter to 
brass bands. Even if these individuals did not provide full philanthropic sponsorship, they could and 
did serve as major subscribers to bands and also stood as guarantors for the loans which band 
members incurred—and paid back—in order to buy instruments. Other support for subscription 
bands could be garnered from across classes. The military volunteer movement that began in 1859 
led to the third type of band model—bands that were affiliated with volunteer corps. Some of these 
bands existed before their corps affiliation, while others formed new around a corps. The finances 
and logistics of the volunteer bands are somewhat different than the other two types and will not be 
discussed in depth here.20  
 
 
  
                                               
18 Herbert, “Nineteenth Century Bands,” in Herbert, British Brass Band, 34.  
19 Russell, Popular Music in England, 211-212. 
20 Herbert, “Nineteenth Century Bands,” in Herbert, British Brass Band, 34, 36. 
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Figure 1. Harrogate Borough Band (North Yorkshire, England), ca. early 1900s21  
Bass instruments are lying on the ground. The front row shows a baritone at center and euphonium 
to the right; the smaller upright-bell instruments in the second row are tenor horns; a flugelhorn is 
next to last on the right in the second row; and the third row contains a flugelhorn (larger 
instrument) and cornets (smaller instruments). The second row is flanked by trombones.  
 
 
  
                                               
21 “Vintage Brass Band Pictures,” on Internet Bandsman’s Everything Within website, accessed 22 October 2018, 
http://www.ibew.org.uk/vbbp-ukh.htm. Used by permission from Harrogate Band. The Harrogate Borough Band 
functioned from roughly 1900 to the start of the Second World War. 
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Figure 2. Brighouse and Rastrick Temperance Prize Band (West Yorkshire, England), ca. early 
1900s22 
 
 
Bands supported themselves financially in various ways, from small subscription fees (which 
were sometimes paid not just by subscribers in the community but also by band members), to 
concert admission, to hosting sports events, to winning brass band contest prizes. Costs could 
include a rehearsal space and its utilities, instruments, uniforms, music (arranging and journal fees), 
and conductor fees. 23 Through discussion of nineteenth-century archival documents such as 
constitutions, deeds, account books, and rule books, Herbert shows that many bands kept detailed 
records—often engaging a solicitor to write up necessary documents—and were careful in their self-
administration, particularly with regard to finances. This financial care was, in fact, essential to the 
                                               
22 “Vintage Brass Band Pictures,” on Internet Bandsman’s Everything Within website, accessed 22 October 2018, 
http://www.ibew.org.uk/vbbp-ukb.htm. Used by permission. 
23 Herbert, “Nineteenth Century Bands,” in Herbert, British Brass Band, 46-47. 
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survival of the organization, especially if it held a loan or a hire-purchase agreement for its 
instruments. If the band’s finances failed, it would lose its instruments and thus its means of 
continued survival. Herbert points out that a group’s members would feel increased pressure if their 
employer stood as guarantor of the loan—the band could lose both its equipment and its standing 
with the employer.24  
While brass bands were found throughout England, Russell notes that the most prominent 
activity, including “the brass band movement,” was situated in the country’s north and the 
Midlands.25 For Russell—and others—the brass band movement “referred to perhaps 700-1,000 
bands, each with 24 brass players and dedicated to contesting.”26 Contesting and this 24-player 
instrumentation will be discussed briefly below. Thriving bands (as well as other music-making 
groups) tended to call home large industrial villages or small towns with a population of between 
about 3,000 and 15,000. Coal, textile, and shoe-producing areas were particularly important. Traits of 
these communities that might have fostered the cohesion and success of brass bands included a 
single or small number of employers, leading to similar work hours and the establishment of 
relationships/friendships; the possibility of a paternalistic or philanthropic employer (possible but 
not common); easy communication; the little time needed for commuting to rehearsal; strong 
community structure/spirit; and no music hall or other entertainment industry until films arrived in 
the early twentieth century.27 There were, of course, exceptions to this profile, including bands based 
in cities and in rural areas, and author Sue Frith Grau suggests that study of the contest system has 
                                               
24 Ibid., 49. 
25 While a discussion of the culture and cultural stereotypes of England’s “North” goes beyond the scope of this paper, 
familiarity with same will aid those interested in the history of British brass bands. One source is Dave Russell’s Looking 
North: Northern England and the National Imagination (Manchester: Manchester University Press, 2004). 
26 Russell, Popular Music in England, 206. 
27 Ibid., 209-211. 
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tended to obscure the history of groups such as rural bands that did not compete.28 With very few 
exceptions, band members in the nineteenth century were male and usually from the semi-skilled or 
skilled working classes.29 (Some diversity in class occurred earlier, and certainly later, than this time 
period.) 
Although by no means all British brass bands participated in competitions, contests 
developed into a core characteristic of the British brass band culture. Competition played an 
important part in English amateur musical life in the mid- to late-nineteenth century, and brass band 
contests probably existed from the mid-1840s and certainly have run until the present day.30 Herbert 
calls the initiation of brass band contests “the key factor which caused brass bands to capture the 
public imagination and become a vital part of the new Victorian leisure industry.”31 Contests 
occurred both locally and regionally; two contests originating in the nineteenth century were 
considered national events—one at London’s Crystal Palace (1860-1863, then from 1900 at various 
London locations) and one at Belle Vue Zoological Gardens, Manchester, in northwest England. 
The Belle Vue contest operated continuously from 1853 until 1981, when Belle Vue closed and the 
contest was moved elsewhere in Manchester, then to Birmingham.32 Contests often were part of an 
overall occasion or spectacle33 and were promoted as a mass leisure event; the railway system was an 
important part of their success. Contesting could include both indoor and outdoor performances, 
                                               
28 Sue Frith Grau, “Horncastle Brass Band: Revising the Banding Myth from the Edges of Rurality,” in Interpreting 
Rurality: Multidisciplinary Approaches, ed. Gary Bosworth and Peter Somerville (London and New York: Routledge, 2014), 
157. Also see page 142 of this dissertation. Russell states that bands based in larger communities usually affiliated with 
one place of employment or institution (Russell, Popular Music in England, 209).  
29 Russell, Popular Music in England, 213; Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 59. 
30 Russell, Popular Music in England, 206. 
31 Trevor Herbert, “Introduction,” in Herbert, British Brass Band, 5. Even bands that never compete have been affected 
by the contest phenomenon, as the logistics and aesthetics of contest have acted upon the entire genre. 
32 “British Open History,” on British Open Brass Band Championships website, accessed 28 May 2018, 
http://www.thebritishopen.net/history.html. 
33 Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 51. Herbert reproduces a poster showing an 1859 
contest of nineteen bands at Newhall Gardens, Sheffield, that is complemented by a balloon ascent and a massed 
“monstre [sic] band of 550 performers.”  
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and marching/parading might be involved, for example, from or to the rail station upon the band’s 
arrival or departure. Competitive or patriotic/community spirit, mentioned above, contributed to 
the popularity and intensity of contests. 
As the frequency, popularity, and intensity of contests grew, so also grew the necessity for 
regulation. Registration forms submitted by bands listed their instrumentation and pitch (partly to 
provide information for massed band features), occupation of the players (to try to ensure their 
amateur status), uniforms, and railroad to be used.34 As competition grew fiercer, rules became more 
codified, including procedures that remain in place today, such as the enclosure of judges so they 
can hear but not see competing bands, and settling performance order by a draw at the event.35 
While a “bandmaster” would guide each band through its regular work, contesting bands also hired 
a trainer—a professional or semi-professional who prepared the group for contest and conducted at 
the competition. Trainers worked for multiple bands simultaneously.36 
In his writing on nineteenth-century brass band repertoire, Herbert discusses how contests 
influenced repertoire. First, gatherings gave bands opportunity to hear and react to repertoire and 
the chance to adapt it for their own ensemble if desired. Second, contests from 1855 on required 
one common “test piece” to be played by each group; the aesthetics of this piece, which usually 
included both solo and tutti textures, significant range in tempo and dynamics, and a tendency to 
focus on spectacular virtuosity, influenced the focus of the bands’ attention. Third, common test 
pieces and the desire to judge and compete on “even ground” led to the gradual and eventual 
standardization of instrumentation, which assumed its current form—detailed on page three of this 
                                               
34 Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 51. The forms that survive provide important—if 
incomplete—information about nineteenth-century brass bands. 
35 Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 52. 
36 Russell, Popular Music in England, 223. 
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paper—in the 1880s.37 Music publishers helped to solidify this structure. It is important to 
remember, however, that not all bands contested—Herbert believes non-contesting bands 
outnumbered those who competed38—and not all bands (then or now) used this standard 
instrumentation.  
Repertoire of nineteenth-century bands was “remarkably catholic,” which in part resulted 
from the range of situations in which the ensembles performed.39 Russell speaks of three basic types 
of performance settings, which each required “different degrees of commitment from the listener:” 
the enforced, in which the audience and the band coincidentally were present in the same space 
(Russell cites a fairground or flower show); the non-committal, such as a park performance allowing 
the audience to come and go at will; and the chosen, such as a contest or concert performance. 40 A 
band’s repertoire would generally be composed of sacred pieces, such as hymns or selections from 
an oratorio, particularly in the early years (sacred works were also used as contest pieces); “art” 
music, such as operatic selections, especially from Italian opera but including extracts from Wagner’s 
works beginning in the mid-1870s, and overtures; and “light” music, which included dance music, 
often played for dancing. As the century moved on, dance music became a smaller part of the 
repertoire, and genres such as fantasias, overtures, and marches composed for band became more 
prominent, as did extracts from musical comedy and operetta in the latter part of the century. Rarely 
performed by bands were music hall and drawing-room works.41 
 
                                               
37 Russell, Popular Music in England, 219; Herbert, “A Private Victorian Brass Band,” 107. The first fully original test piece 
was composed in 1913 by Percy Fletcher—Labour and Love (Russell, Popular Music in England, 95). Percussion was not 
allowed in contests until 1969. 
38 Herbert, “Nineteenth-Century Bands,” in Herbert, British Brass Band, 57. 
39 Russell, Popular Music in England, 228. 
40 Ibid., 214. Russell discusses the class makeup of audiences at these different types of performances.  
41 Ibid., 228-236. 
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Salvation Army Bands in the Nineteenth Century 
On an important parallel track in the development of brass bands in Britain—one that was 
also associated with the development of bands in the United States, and eventually with the 
University of Illinois British Brass Band—were the bands of the Salvation Army. The Army itself 
formed in 1865 as the East London Christian Mission.42 Ronald Holz states that by the late 1870s, 
outside of the Salvation Army, brass bands were regularly participating in church activities such as 
Sunday school parades or temperance rallies.43 In 1878, Charles Fry and his three sons used their 
brass instruments (two cornets, valve trombone, and euphonium) to supplement the outdoor work 
of the Christian Mission in Salisbury, “providing both an attraction and a further help in crowd 
control.”44 (Among his other musical and non-musical activities, Fry had been a member of the First 
Wiltshire Volunteer Rifle Corps Band—one of the bands attached to volunteer corps as discussed 
above.)45 Holz notes that one key difference between non-Salvation and Salvation Army bands of 
the late nineteenth century was their style of relationship with the public,46 as the Salvation Army 
bands worked to get people’s attention in a way that sometimes garnered “general public 
disapproval”47 and also to intervene through music in potentially violent situations.48 While—as for 
non-Salvation Army brass bands—figures differ among sources, the number of people playing in 
Salvation Army bands multiplied quickly in the years following 1878. In early 1880, Salvation Army 
founder William Booth issued his first “Order for Bands” (it did not specify “brass bands”) in the 
War Cry (the Army news publication), noting the usefulness of musical instruments for bringing 
                                               
42 Trevor Herbert, “God’s Perfect Minstrels,” in Herbert, British Brass Band, 189. In 1878, the name Salvation Army and 
the military model were adopted. 
43 Ronald W. Holz, Brass Bands of the Salvation Army: Their Mission and Music, Volume One (Hitchin, Herts.: Streets 
Publishers, 2006), 64. 
44 Holz, Brass Bands of the Salvation Army, 65. 
45 Ibid. 
46 Ibid., 64. 
47 Ibid. 
48 Herbert, “God’s Perfect Minstrels,” in Herbert, British Brass Band, 190.  
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attention to the work of the Army and calling for bands to be formed49—a call that was met with “a 
whirlwind of musical activity.”50 By 1881, Booth’s order specified brass bands: the “Second General 
Order for Brass Bands.” That the brass band was currently popular fit well with Booth’s desire to 
reach a mass of people through their vernacular culture. At the same time, brass bands within the 
Salvation Army—as within the Volunteer Corps—were in a position to use their situation for their 
own purposes rather than the Army’s cause; regulations for Salvation Army bands sought to prevent 
this.51 
While in the nineteenth century Salvation Army bands were officially separated from those 
outside the Army—members were not to cross over, instruments were provided by Salvation Army 
manufacturers, Salvation Army bands were allowed to play only Army-issued music, and Army-
issued music was not to be sold to non-Army members—the worlds did of course intersect; Holz 
provides several specific examples.52 By 1884, Salvation Army brass bands were being formed in the 
United States (in East Liverpool, Ohio, and Grand Rapids, Michigan). By late 1885, Salvation Army 
brass instruments were being sold in the United States by the Salvation Army Trade Department, 
New York.53 By 1916, the Salvation Army was active in sixty-three countries; by 1941, in ninety-
seven; and by 1997, in over one hundred. Brass instruments generally accompanied those 
undertaking these expansions abroad and became part of the Army’s work in these new 
environments.54 
  
                                               
49 Ibid. 
50 Holz, Brass Bands of the Salvation Army, 69. 
51 Herbert, “God’s Perfect Minstrels,” in Herbert, British Brass Band, 193-194. 
52 Holz, Brass Bands of the Salvation Army, 71-73. 
53 Ibid., 378. 
54 Herbert, “God’s Perfect Minstrels,” in Herbert, British Brass Band, 215-216. 
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New Times and Places: Moving through the Twentieth Century 
Although determining the precise number of brass bands in Britain at any given time during 
the past 150 years has proven to be a difficult task for scholars, the numerical high point seems to 
have occurred in the 1890s and early 1900s.55 In 1900, English entrepreneur John Henry Iles, 
inspired by attending a Belle Vue contest in 1898, launched the National Brass Band Championships 
at London’s Crystal Palace.56 As before and since, brass band activity in the late nineteenth and early 
twentieth centuries responded to economic and social trends, with economic downturns and work 
stoppages dampening activity in some instances, but in others providing increased time for rehearsal, 
performance, and touring. Similarly, military actions and wars destroyed both human life and band 
property, but also created situations in which bands performed to raise money and spirits. 57 At 
various times, the marking of royal occasions, particularly coronations and deaths, throughout the 
country meant additional band performances.  
The early years of the twentieth century saw international travel undertaken by British brass 
bands, including (but not limited to) Black Dyke Mills Band’s multi-month visit to Canada and the 
United States in 1906 and two eighteen-month world tours (including the Americas) by Besses o’ th’ 
Barn Band (1906–07 and 1909–11; see Figure 3).58 Before discussing these tours, though, the 
American band context demands some explanation. While the earliest nineteenth-century bands in 
                                               
55 Dave Russell, “‘What is Wrong with Brass Bands?’: Cultural Change and the Band Movement, 1918-c.1964,” in 
Herbert, British Brass Band, 69. 
56 While I do not focus on band or audience numbers in this work, a brief mention of scale is worthwhile—at the 1903 
contest, 116 bands competed, in one day, in one venue. Roy Newsome, Brass Roots (Aldershot: Ashgate, 1998), 118-119, 
122. 
57 To mention just one example, on January 20, 1900, ten top bands and 10,000 audience members participated in a 
concert at the Royal Albert Hall to raise money for the families of Boer War victims. Vocal soloist was Clara Butt, and 
guest conductor was Arthur Sullivan, whose last public appearance occurred soon after, as conductor and prize presenter 
at the July 1900 National Brass Band Championships. Newsome, Brass Roots, 119-120.  
58 Newsome, Brass Roots, 212; “History of Besses,” on Besses o’ th’ Barn Band website, accessed 23 September 2018, 
http://www.besses.co.uk/about/blasts-o-th-past/history-of-besses?showall=1. Newsome lists the second tour’s years as 
1910–1912, while Besses o’ th’ Barn Band and other sources say 1909–1911. Around the same time, John Philip Sousa 
and his American wind band toured Europe in 1900, Great Britain in 1901 and 1903, and undertook a world tour 1910-
11. Besses also toured North America for ten weeks in 1932. 
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both the United States and Britain comprised brass and woodwind instruments, in the United States 
as in Britain the all-brass ensemble had quickly become popular from about the 1830s, with saxhorn-
style instruments becoming available on roughly the same timeline as in Britain. In the United States, 
these instruments included horns with bells pointed back over the player’s shoulder, allowing the 
sound to reach those marching behind.59 From about the 1860s, the work of Irish-born, American 
bandmaster Patrick S. Gilmore (1829-1892) had come to prominence in Boston and then New York 
City; Gilmore’s inclusion in his bands of a full complement of winds was one influence on the move 
of American ensembles toward the mixed brass-and-woodwind instrumentation that presaged the 
modern wind band (also called concert band, or in Britain, military band). The wind band came to 
dominate the American band landscape, while—except for Salvation Army bands—the all-brass 
ensemble receded.60  
By the time the early 1900s tours by Black Dyke Mills Band and Besses o’ th’ Barn Band 
occurred, wind bands (woodwind and brass) had become more prominent than all-brass bands in 
the United States. These performances stateside by distinguished British brass bands suggest the 
possibility for a transfer of a well-developed British tradition to North American musicians. This 
seems to have occurred to some extent in Canada—for example, Newsome mentions “pockets of 
enthusiasm” in Canada after the British bands visited the country in 1906, bolstered by later brass 
band competitions and exhibitions at Toronto’s Canadian National Exhibition, but he posits that 
“because of the influence of America and its wind bands, there were few secular brass bands” in 
Canada during the early 1900s.61 As we will explore in Chapter 3, it appears that the later 
                                               
59 The Sousa Archives and Center for American Music at the University of Illinois at Urbana-Champaign holds a 
selection of these American Civil War-era, over-the-shoulder horns in the Carl Busch Papers and Music Instrument 
Collection, ca. 1833-1924.  
60 Grove Music Online, s.v. “Band(i), III, 4. American wind bands” by Raoul F. Camus, accessed 1 September 2018, 
http://www.oxfordmusiconline.com. 
61 Newsome, Modern Brass Band, 303. 
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development of British-style brass bands in the 1980s United States and Canada came not from 
these early 1900s British band tours, nor from mid-eighteenth century American brass bands, but 
from a different trajectory. 
Figure 3: Besses o’ th’ Barn Band at Chicago’s White City, 1906.62 
 
Back in Britain, while Salvation Army and non-Army bands continued to keep their 
operations (including music publishing and instrument making) separate from one another, some 
intersections persisted; for instance, Army band performance activities, such as those at the 1904 
Salvation Army International Congress, were covered by the secular British Bandsman magazine.63 In 
1905, an international Salvation Army composition contest began—at first for the march genre with 
                                               
62 Manchester Digital Music Archive, accessed 15 November 2018, 
https://www.mdmarchive.co.uk/artefact/13949/BESSES_O%27_TH%27_BARN_BAND_PHOTOGRAPH_1906. 
Used by permission of the Manchester Digital Music Archive and Besses o’ th’ Barn Band. 
63 Holz, 102. Not until 1991 did the Salvation Army decide to permit all of its music to be sold to non-Salvation Army 
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other composition types added in ensuing years—to identify and encourage promising composers.64 
In 1910, at the request of Queen Alexandria, the Salvation Army Regent Hall Band performed in the 
Buckingham Palace courtyard on May 8, as part of mourning observations for King Edward VII.65 
Eventually, key Salvation Army bands were asked by contest organizers to serve as the reading 
ensembles for National Brass Band Championship test pieces.66 
The First World War caused inevitable disruption in brass banding in Britain. Some bands 
played through the war years, with altered membership, some reconvened after the armistice, and 
some did not survive.67 Most new bands formed after 1914 were not subscription bands but 
workplace bands, although the formula was gradually changing; to some extent from the 1930s, and 
definitely from the 1950s, commerce and advertising concerns, rather than personal interest or social 
investment, caused businesses to sponsor bands.68 While economic conditions in the inter-war years 
varied, with some areas of England suffering significant economic strain and some not, hardships 
such as unemployment, economic depression, migration of workers, and strikes did factor into 
recruitment difficulties and even closures for many bands.69 The Second World War again brought 
disruption, with loss of life and property, and diminished mobility (affecting contest and festival 
participation). From 1945, the class base of brass bands expanded, but not at a fast pace. Russell 
believes that the overall number of brass bands in Britain probably continuously decreased 
throughout the twentieth century, with particular points of challenge coming at the end of the First 
                                               
64 Ibid., 123. 
65 Ibid., 157.  
66 Ibid., 158. 
67 Arthur R. Taylor, Brass Bands (St. Albans, Hertsfordshire: Granada Publishing Limited, 1979), 118-120; Russell, “What 
is Wrong,” in Herbert, British Brass Band, 70, 96. 
68 From the 1970s, what Russell describes as “minimal involvement” financial sponsorship became the norm. Russell, 
“What is Wrong,” in Herbert, British Brass Band, 74-76. 
69 Ibid., 96-99. After a closure of St. Hilda’s Colliery in 1927, its band turned professional and worked as such until its 
disbanding in 1937. Newsome, Modern Brass Band, 26. 
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World War, the late 1930s, and the late 1950s and 1960s.70 Economic affluence eventually presented 
its own challenges, as members of various classes found that more spare money and time helped 
open up more avenues for recreation and socializing, and as options such as spectator sport, 
voluntary activities such as Scouting, motoring, the cinema, and television rose in popularity.71 
While family training and the participation of youth seems to have been part of English 
brass bands from the outset, beginning in the 1930s institutional programs started to be established, 
probably in response to the recruitment difficulties of the time. Contests included youth sections, 
and all-youth bands were created, some affiliated with schools (pre-college) and some not.72 By the 
early 1950s, school-affiliated brass bands for youth were well established, and in 1952 the National 
School Brass Band Association was formed.73 Also founded in 1952 was the National Youth Brass 
Band.74 Some, although not all, of these groups included youth from across classes and incorporated 
both male and female students. Girls and women had begun to perform with brass bands to some 
extent in the 1930s; their inclusion occurred more rapidly in newly formed bands and youth bands. 
In 1954, about 15 percent of the players in the National Youth Brass Band were girls.75 Betty 
Anderson (b. 1929), whose family was involved with brass bands and who took up the tenor horn at 
a young age, said it “did not occur to me at that time that girls did not play in brass bands. I thought 
everybody did.”76 Anderson became a brass band conductor in the 1950s—the only female 
conductor of the time—and in 1978 was the first woman to conduct at the British Open 
                                               
70 Ibid., 70-72, 79, 97. 
71 Ibid., 101-102. 
72 Newsome, Modern Brass Band, 18-19. 
73 Russell, “What is Wrong,” in Herbert, British Brass Band, 76. 
74 Newsome, Modern Brass Band, 75. 
75 Russell, “What is Wrong,” in Herbert, British Brass Band, 80-81. 
76 Ibid., 81.  
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Championships (Kings Hall, Belle Vue).77 From the 1960s onward, the proportion of female players 
in bands grew, although resistance and exclusion remained strong for many years in some bands.78 
One of the factors that had long contributed to the separation of brass bands from other 
parts of the British musical culture was its pitch standard. In the early days of brass bands in Britain, 
ensembles seem to have begun by using a pitch standard around that of today, A=440 Hz. As the 
standard for orchestral and other instrumental groups moved up to A=452.5 Hz in the mid-
nineteenth century, brass bands moved as well. However, as the standard began to shift down in the 
late 1800s and to 440 Hz by 1939, brass bands—both Salvation Army and not—remained at “high 
pitch.” This difference caused challenges in collaboration with non-brass band musicians. 
Instrument makers (particularly Boosey & Hawkes) eventually expressed the desire and intention to 
cease the specialized production that served only brass bands. In 1964, a few Salvation Army bands 
were among the first to change to low pitch, and others throughout the movement soon followed, 
either by retrofitting instruments or by the purchase of new instrument sets. 79 A second change in 
performance practice occurred at around the same time—while simple percussion had been used in 
brass band concerts since the early days, no percussion was allowed in contest performances. In the 
twentieth century, with the increasing scope and sophistication of original works for brass which 
began in 1913, the role of percussion also expanded. In 1969, percussion was allowed for the first 
                                               
77 Anderson and the Ratby Band won the 1978 Belle Vue “Grand Shield” contest to qualify for the Championships. 
Newsome, Modern Brass Band, 336; “Death of Betty Anderson,” on 4barsrest website, accessed 28 October 2018, 
https://www.4barsrest.com/news/detail.asp?id=31630. 
78 Russell, “What is Wrong,” in Herbert, British Brass Band, 81-82. 
79 Myers, “Instruments and Instrumentation of British Brass Bands,” in Herbert, British Brass Band, 183-184; Trevor 
Herbert and John Wallace, “Aspects of Performance Practices,” in Herbert, British Brass Band, 302. Around the mid-
twentieth century, brass band instrument bores also widened. See Trevor Herbert, “Selling Brass Instruments: The 
Commercial Imaging of Brass Instruments (1830–1930) and Its Cultural Messages,” Music in Art 29, No. 1/2 (Spring–
Fall 2004), 213-226.  
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time at the British Open, one of the two premier contests; several years later, percussion was first 
allowed at the other, the National Championships.80 
In order to understand the repertoire, activities, and ideology of the University of Illinois 
British Brass Band, a broader understanding of the twentieth-century path of brass bands in Britain 
is perhaps as important as a grounding in their Victorian history. Russell writes of the two separate 
trajectories he sees in the twentieth-century brass band movement in Britain, and it is worth using 
his language to describe these: “On a purely artistic level, it has made enormous strides in terms of 
technical competence and of range and scope of repertoire. At the same time, it has ultimately lost 
the powerful—in some areas, central—position that it had held in popular musical culture.”81 Brass 
band repertoire and popular musical taste both underwent massive change in the twentieth century, 
to some extent moving in opposite directions, as will be briefly introduced here. 
In the early 1900s, British Bandsman editor Herbert Whiteley tried to recruit known classical 
music composers from outside of the brass band world to write original material for contest pieces, 
which were still using the “arrangement of selections from opera” formula popularized in the 
previous century. Not meeting with success in this effort, Whiteley placed a front-page appeal in the 
May 1913 British Bandsman, announcing the desire “to commission living composers of merit to write 
for the brass band.”82 Percy Fletcher (1880-1932) answered the call, providing the tone poem Labour 
and Love, which was approved by Whiteley and John Henry Iles for use as contest piece—the first 
with all-original music—at the 1913 Crystal Palace National Brass Band Festival (which attracted 
100 bands and 100,000 spectators).83 With the Festival suspended for the duration of the First World 
                                               
80 Newsome, Modern Brass Band, 63-64. 
81 Ibid., 68. Russell’s chapter focuses on 1918 to about 1964, with some references before and after that span. Russell 
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War, its resumption in 1920 saw use of the next original effort, Cyril Jenkins’s Coriolanus, written for 
the canceled 1914 event. Additional original compositions followed in subsequent years, including 
works by Gustav Holst, Edward Elgar, John Ireland, and Herbert Howells, and a new era in brass 
band contest and concert repertoire had begun.84 
While changing patterns in economics, recreation, and social life all influenced brass bands 
during the twentieth century, the band movement was affected most profoundly by the deep shifts 
in popular musical tastes and customs mid-century. Although the topic can only be mentioned 
briefly here, Dave Russell gives it space and time in his chapter “Cultural Change and the Band 
Movement,” in which he explores key aspects of these changes, from the effect of media 
technology, to new styles of dance and dance music, to the rise of “the guitar-led ‘pop’ culture” with 
which brass band had difficulty finding natural overlap.85 Russell evokes a strange and striking image 
when he quotes brass band movement musician Harold Hind, in 1954 describing, “How ludicrous it 
is to see a crowd of people in deckchairs, sitting round an empty bandstand containing a loud 
speaker emitting the latest hits.”86 Among many other changes, the number of outdoor 
performances—once a mainstay of brass bands, along with contests—greatly decreased, and less-
frequent indoor concerts became the norm. This shift is but one of those that marks the evolution 
of the brass band from being a core part of community social life to becoming a more specialist—if 
ever more skilled—ensemble.87 
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The 1960s and 1970s: Changes in Repertoire 
The 1960s and 1970s produced new repertoire that expanded the sound world of the British 
brass band in ways that seemed radical and unwelcome to some, but a due and proper change to 
others. Only a few key examples will be called out here. Gilbert Vinter’s compositions in the 1960s 
“breathed new life into a repertoire still largely nineteenth-century in style;”88 composer Eric Ball 
reflected in 1979 reflected that Vinter’s “adventurous scoring, coupled with his music’s considerable 
technical demands and far from old-fashioned harmonic idiom, did much to prepare our bands for 
the even more ‘contemporary’ sounds of later years.”89 The 1960s also began to see brass band 
pieces commissioned by organizations other than contests—institutions such as the BBC, the 
Scottish Amateur Music Association, and others, producing works from composers including Thea 
Musgrave (Variations) and Phyllis Tate (Illustrations).90 Both the amount of brass band works being 
written and the number of composers writing them increased greatly in the 1970s.91 Newsome 
identifies British composer Edward Gregson—raised in a Salvation Army family and also influenced 
by the compositions of Bartók, Hindemith, and Stravinsky—as beginning a “revolution” in brass 
band music.92 To understand the context for that term, it is necessary to remember and understand 
the traditional/conservative brass banding ground on which these changes took place, as the ideas 
might not seem revolutionary in all musical circles. Writing in the early 2000s, Newsome describes 
the shifts that Gregson introduced: 
                                               
88 Newsome, Modern Brass Band, 122. 
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In his band works he did much to free their rhythms, introducing frequently-changing and 
irregular time-signatures such as 5/8 and 7/8. His harmonic language was also firmly based 
in the twentieth century, relying more on intervals of the 2nd, 4th and 7th than those of the 
3rd, 5th and 6th which pervade earlier styles. He also indulged in such contemporary devices 
as chord clusters (chords built on adjacent notes), mirror harmony (a chord sequence which 
appears the right way up and, concurrently, upside down) and polytonality (the simultaneous 
use of more than one key). Gregson often called for increased use of mutes and an enlarged 
percussion section.93 
Gregson’s Connotations (1977) closed the first University of Illinois British Brass Band concert in 
1981, and the composer’s work figured prominently in the band’s repertoire across the years, as will 
be shown in Chapter 5.94 
 Composer-conductor Elgar Howarth also took a leading role in new musical works of the 
1970s, but not only as a composer. Howarth studied at the Royal Manchester College of Music in 
the 1950s; he and fellow students Peter Maxwell Davies, Harrison Birtwistle, Alexander Goehr, and 
John Ogdon established New Music Manchester, advocated for the performance of contemporary 
music, and came to be known as “The Manchester School” of composers.95 As conductor of the 
Grimethorpe Colliery Band from 1972, Howarth continued his commitment to new work, 
commissioning and premiering a number of groundbreaking and significant pieces. The 
Grimethorpe Colliery Band’s own memoir quotes Howarth from the 1970s:  
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. . . the thing which interests me most about brass bands is not the traditional form of their 
music making but the potential offered to composers of our time by the virtuoso playing 
element present in a band such as Grimethorpe. I would hope to be able to stimulate a new 
repertoire for bands and find the atmosphere and enthusiasm at Grimethorpe stimulating 
and showing exactly the kind of potential necessary for an exploration of advanced 20th 
Century music, all combined of course with the normal musical interests of the traditional 
brass band.96 
In addition to the contribution his own works made to brass band repertoire, Howarth introduced 
to the genre leading-edge—although stylistically varied—compositions by Harrison Birtwistle 
(Grimethorpe Aria), Hans Werner Henze, Derek Bourgeois, and others.97 (Howarth returns to the 
narrative of this dissertation particularly in Chapter 6, as conductor of Grimethorpe Colliery Band 
on its 1976 tour of the United States.) While not every work mentioned in this section remains in 
common use by American or British brass bands, each contributed to the development of the 
genre’s repertoire and its musicians. 
 
At University and Abroad 
In England, educational classes in brass band work, for adults—primarily for conductors but 
also for players—were offered from the 1930s on rare occasions and from the 1950s with more 
regularity. (Prior to that, individual lessons and correspondence courses had been available.) Lasting 
for a day, a weekend, a week or two of summer school, or a longer series, the sessions included well-
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known brass band figures as instructors.98 From the early 1970s, brass bands began to have a 
presence in British higher education. In 1971, a brass band formed at London’s Guildhall School of 
Music, and the institution began to accept a few brass band players in its undergraduate program. 
Newsome identifies the first full-time degree program (two-year) for brass band musicians as 
beginning in 1974 at the Isle of Ely College (founded in 1956 in Cambridgeshire). In 1976, Salford 
College of Technology (now University of Salford), in northwest England near Manchester, created 
a two-year program which awarded a Diploma of Band Musicianship that allowed entry into teacher 
training college. Aimed mostly at brass band musicians, the course also incorporated popular and 
wind band music.99 Shortly after, Huddersfield Technical College100 began to offer brass band-related 
education. In 1980, Huddersfield Polytechnic,101 about thirty miles northeast of Salford, began to 
introduce an optional module in Brass Band Studies into the Bachelor of Arts program and allowed 
brass band instruments for primary study.102 At England’s Lancaster University in 2010—at a time 
almost outside the scope of this study—the organization “UniBrass” was formed, to administer the 
annual University Brass Band Championship of Great Britain and Northern Ireland and related 
education workshops; the first contest took place in 2011. According to UniBrass, in 2018 about 
forty universities and conservatories in the United Kingdom advertise a student brass ensemble, 
ranging in size from quintets to full-size brass bands.103 
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In addition to moving into the university setting from the 1950s, British-style brass banding 
was expanding geographically as well. Although a strong British-style brass band tradition existed in 
Australia and New Zealand from the late 1800s, non-Salvation Army British-style brass bands in 
other areas of the world were mostly uncommon until after the end of the Second World War. 
While a detailed look at the worldwide dissemination of British-style brass bands is outside the scope 
of this paper, a broad characterization is that non-Salvation Army brass bands began to develop in 
Europe in the late 1940s, beginning in the Netherlands after several tours by accomplished British 
brass bands. British-style brass bands began to form in Switzerland in the mid-1950s, in Denmark 
and Sweden in the late 1950s, and in Norway in the mid-1970s. (British bands toured each of these 
areas multiple times both before and after these developmental years.) In Belgium and Luxembourg, 
British-style bands originated in the mid-1970s. Such ensembles in France and Germany did not 
develop until about the late 1980s.104 In each of these areas, brass band activity has continued to 
grow. In 1995, the European Brass Band Association was formed (in Luxembourg), “to further and 
promote the intrinsic, aesthetic and social values of brass bands in Europe without frontiers, 
confines or discrimination of any kind whether such be of a national, cultural, racial, religious or 
political nature; to promote high-level musical interpretation and performance and to extend the 
choice and quality of stock pieces for brass bands; to create awareness of the brass band as a multi-
cultural means of expression in geographical areas which have little or no knowledge of this style of 
music and to attract increasingly wide audiences.”105 Writing in 1979 about brass band tours and the 
expansion of brass band activity outside of Britain, Arthur Taylor suggests:  
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For most bands, however, trips to the far-flung corners of the globe are as remote as a 
journey to the moon; the new territory is Europe and forays across the channel, to Sweden, 
Norway, Denmark, Holland, Belgium, Luxemburg [sic], Switzerland, France or Germany 
have become almost commonplace at all levels. Partly this has come about through town-
twinning arrangements, and a conscious decision by local administrators to send a 
‘traditional’ British package—brass band, policeman and double decker bus to represent the 
home town abroad.  
Many bands have now far outgrown this limitation and have carved out for 
themselves an enviable reputation—entirely on their own musical merits. Indeed one 
sometimes gets the impression that British bands are more highly thought of in Europe than 
they are at home, for European audiences appear to be much less prejudiced and class 
conscious about music than those at home. . . . On Black Dyke Mills’ most recent of many 
trips to Switzerland they played, and were televised, in the Swiss Parliament building—the 
day to day business of government being suspended while they were so honoured.106 
————— 
We see that by the end of the 1970s the places for and perceptions of British brass bands 
were changing; the Swiss Parliament’s celebration of the Black Dyke Mills Band was mentioned by 
Taylor because it was a new and heady recognition and would not necessarily have been a matter of 
course in the British Parliament. Tours by British bands had influenced the dissemination of the 
genre.107 Repertoire was burgeoning. British-style brass bands were establishing themselves in new 
countries and in new settings such as universities, gaining new recognition and being perceived in 
new ways. In this environment begins the story of the University of Illinois British Brass Band. 
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CHAPTER 3: THE FOUNDING OF THE UNIVERSITY OF ILLINOIS BRITISH 
BRASS BAND 
 In April 1981, Harry Begian, Director of University of Illinois Bands,1 faced both a crisis and 
an opportunity. On April 19, thirty-three-year-old Assistant Director of Bands Tom Harris passed 
away unexpectedly, from complications following triple-bypass surgery. Harris had been not only a 
University of Illinois colleague of Begian’s, but a student of his at Cass Tech High School in Detroit 
and at the University of Illinois. Begian’s archival papers, held at the Sousa Archives and Center for 
American Music at the University of Illinois, contain multiple correspondences in which Begian 
speaks of his shock and distress at this loss. 2  
The archives also record a different, happier line of correspondence occurring around the 
same time, as Begian and his longtime friend J.P. Tryand planned Begian’s travels to visit Tryand in 
England, which would take place at the end of May, 1981. In their youth in the 1930s, Tryand and 
Begian belonged to a US National Guard band in Detroit (the 182nd Field Artillery Regiment), 
which was led by Warrant Officer Thomas E. Sadler, an English-born musician and First World War 
veteran who trained at Kneller Hall, England’s military band school.3 At various times in adulthood, 
Begian stated that his time playing for Sadler was very influential on him as a player and 
conductor—“one of [his] best band experiences,”4 in which he learned a great deal about “band 
rehearsal, band sound, and style.”5 While Sadler’s British military band training does not show a 
direct relation to British brass bands, it is possible that Begian’s early exposure to the British concept 
                                               
1 Harry Begian was the third Director of Bands, serving from fall of 1970 until his retirement in May 1984. 
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of band sound might have played into his interest in brass bands. In correspondence, Begian 
described Tryand as “an old high school friend” who became “a prosperous corporate lawyer in 
England” and with whom he had played in bands through high school and college. (Tryand played 
tuba and Begian the trumpet and flute.) The trip was planned as a joint celebration of their sixtieth 
birthdays.6  
 The archives show correspondence between Begian and Tryand as the two discussed and 
planned possible activities, including attending Royal Festival Hall (London) concerts by the 
Philharmonia, Royal Philharmonic, and Berlin Philharmonic orchestras; going to theatre productions 
at the Olivier Theatre and Lyttelton Theatre (also London); and “seeing and hearing a Brass Band 
Competition, the changing of the guard at Buckingham Palace, and a Kneller Hall visit, if possible,” 
as Begian wrote to Tryand when discussing the itinerary.7 During the planning stages, Tryand wrote 
to Kneller Hall, Twickenham, England (home to the Royal Military School of Music since 1857)8 to 
arrange a visit9 and to The British Bandsman to inquire about brass band concerts during the time 
Begian would be in England. The response from Peter Wilson of The British Bandsman included 
contest/concert information and the address for Derek Broadbent, then conductor of the Brighouse 
and Rastrick Band—a nationally prominent ensemble.10 Archival notes with names, addresses, and 
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dates, along with a rail ticket from London to Huddersfield, combined with Curnow’s recollections, 
seem to indicate that Begian, at least, went to visit Broadbent and the Brighouse and Rastrick Band 
on May 28, 1981.11 The same file contains contact information for Lt. Col. Ray Bowes, Bandmaster 
of the London-based International Staff Band of the Salvation Army (a British-style brass band).12 
After his return to the United States, Begian wrote an enthusiastic letter of thanks to Tryand for a 
wonderful trip.13  
 In summer 1981, shortly after Harris’s death and Begian’s trip to England, thirty-eight-year-
old conductor/composer James Curnow began work as Assistant Director of Bands at the 
University of Illinois, leading the University of Illinois Summer Band. Curnow, who held a 
bachelor’s degree from Wayne State (Detroit) and master’s degree from Michigan State University 
(both degrees in music education/composition), had taught in public schools and at 
colleges/universities, most recently as low brass instructor and director of bands at Asbury 
University (College) in Wilmore, Kentucky. In spring 1981, Curnow had already been preparing to 
move to Champaign-Urbana, not to become a faculty member but rather to begin doctoral studies in 
music education and in composition with composer Ben Johnston.14 After Harris’s passing, Begian 
                                               
11 Begian Papers, 12/9/25, Box 5. Curnow remembered that Begian tremendously enjoyed the rehearsal, including the 
intimate rehearsal hall and the stamina of the players—that they could “play forever” and not seem to get tired. Curnow, 
conversation, 8 November 2018. The rehearsal would likely have taken place in the former St. Martin’s Parish Hall, built 
in 1925 and now known as Rydings Hall. “Rehearsal Rooms,” on Brighouse and Rastrick Band website, 
http://brighouseandrastrick.com/rehearsal-rooms; “Rydings Hall Surgery,” on National Health Service website, 
https://www.nhs.uk/Services/GP/Overview/DefaultView.aspx?id=36050; “History of the Parish of St Martin, 
Brighouse,” on Saint Martin’s Church website, http://www.stmartinsbrighouse.org.uk/history/; all accessed 11 
November 2018. 
12 Ibid. In his dissertation, Hile describes Begian’s rehearsal of British Eighth march (written by American composer Zo 
Elliott) with an Illinois Summer Youth Music high school band in 1987: “He told the students a story about a trip he 
made to England and the wonderful musical opportunities he enjoyed while there,” including “seeing a British military 
band parading to an American march.” Hile, “Harry Begian,” 276. 
13 Begian to Tryand, 21 June 1981, Begian Papers, 12/9/25, Box 5.  
14 When Curnow was looking at the University of Illinois for doctoral studies, Begian recommended Johnston highly; 
Curnow recalled that Begian believed Johnston could “help me in my writing style, yet push me into new directions 
without completely changing my approach.” Curnow had heard and enjoyed Johnston’s music and felt he could learn a 
great deal from the composer. James Curnow, email message to author, 29 January 2019. 
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called Curnow and asked him to fill the vacant Assistant Director of Bands position.15 Curnow was 
already known nationally and internationally as a composer for bands (wind and brass), individual 
instruments), and vocal ensembles.16 A euphonium player, he had significant experience playing in 
and conducting Salvation Army brass bands and at Asbury had led and grown the Salvation Army 
Student Fellowship Band. However, while Curnow came to the University of Illinois with extensive 
brass band experience, it was Begian who initiated the conversation about starting a British-style 
brass band at the university. During an interview for this dissertation, Curnow recounted that Begian 
had thoroughly enjoyed his brass band experience in England in 1981, recalling that Begian was 
“totally thrilled” with meeting Salvation Army Lt. Col. Ray Bowes and with attending a rehearsal of 
the International Staff Band of the Salvation Army, the warm sound of which Begian loved. Curnow 
stated, “He [Begian] mentioned that to me. Then he said, ‘Would you like to start a brass band?’” 
While Curnow was very surprised, as the topic had not been broached before, he was excited to 
answer “Yes.” 17  
 As were many before him (and many after), Begian was “taken” by the sound of the British-
style brass band. The sound (not including percussion) has been called mellow, rich, warm, dark, and 
homogenous, although descriptors vary based on the listener’s perspective and vocabulary—and on 
the band’s era, style, and the repertoire being performed. 18 The core characteristic of the brass 
band’s sound derives from its use of conical bore, rather than cylindrical bore, instruments (except 
for cylindrical bore trombones). Cylindrical bore instruments maintain a relatively constant bore 
                                               
15 Curnow, conversation, 8 November 2018. 
16 James Curnow biography, University of Illinois Bands files [currently uncatalogued].  
17 Curnow recalled that Begian remained very supportive of the University of Illinois British Brass Band throughout the 
time they worked together, regularly attending its concerts. Curnow, phone conversations with author, 11 June 2018 and 
8 November 2018. 
18 Begian spoke with Hile about brass band sound: “ . . . I’ve become aware of the fact that the brass band can get many 
different colors and many different timbres out of that combination of instruments.” Hile, “Harry Begian,” 522. 
 
 
 
 
45 
diameter, while a conical bore expands.19 Another factor influencing British-style brass band sound 
is that the instrumentation remains constant, rather than varying by work; the full ensemble is 
scored, in some way, for every composition. Percussion parts, as mentioned earlier, have changed 
through the years and continue to evolve. The use of vibrato in British bands has varied over time, 
although when the University of Illinois British Brass Band was founded, vibrato would have been 
an often-present, core characteristic for many British ensembles. A full examination of brass band 
sound, and geographical similarities or differences among ensembles, could fill another paper. One 
example—perhaps not typical, but informative—of an exchange between an American and a British 
musician on brass band sound in the mid-1980s can be found in two consecutive issues of The Brass 
Band Bridge (v. 21, August 1985 and v. 22, November 1985). In response to an American writer’s 
commentary on sound and vibrato at the 1985 European Brass Band Championships, British 
musician Trevor Walmsley (who had been conductor of Black Dyke, Brighouse and Rastrick, and 
Yorkshire Imperial brass bands) wrote: 
My good friend Perry Watson sends me The Brass Band Bridge. I must comment on Ronald 
Ward’s European Championship report in which he says “The warm, easily resonant sound, 
with wobbly vibrato in evidence, a sound the British Band has been known to produce is 
beginning to falter as an ideal. The old sound . . . may be making its reluctant exit due to the 
more ‘modern’ symphonic sound . . .” 
 The warm, round, velvet like sound of the British Brass Band is the sound of the 
British Brass Band. The lyrical, smooth style is that of the British Brass Band. It is a unique 
sound. Vibrato is not to be condemned but put to proper use. We, in British Brass Bands 
(for the most part) do not like the lazer beam approach, where the tone is hard and the 
                                               
19 These descriptions function as guidelines only; for example, a British-bore baritone, while conical, is much less conical 
(and more cylindrical) than a euphonium. 
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playing mechanical, however brilliantly it is conveyed—and the band blows the roof off. If 
brass bands wish to become brass groups then it might be well to use trumpets instead of 
cornets and french horns instead of tenor horns. Then we haven’t got a British brass band. 
 I could fill two issues of BBB on this subject but if it is the intention to form British 
style Brass Bands in the USA it might be well to heed these words. 
 My very best wishes to our colleagues in America.20 
Logistics that had to be considered as the University of Illinois British Brass Band was 
formed included rehearsal time and location, recruitment and personnel, equipment, repertoire, and 
performance frequency and location. Curnow stated that the biggest challenge was to add another 
night rehearsal to the ensemble/class schedule—the brass band would rehearse once each week, on 
Thursday nights from 7pm to 9pm. Curnow was already committed to a night of rehearsal with the 
University of Illinois second Symphonic Band; he knew that an additional night of rehearsal was 
necessary, but he was concerned about adding it to students’ already-full schedules. Curnow thought 
this might be a detriment to finding players—which did not turn out to be true. Most School of 
Music brass faculty were very supportive of the endeavor and saw the brass band as a beneficial 
opportunity for their students. The band in particular provided good opportunities for the 
euphonium and tuba players, who were skilled and plentiful and needed more options for ensemble 
participation than the existing groups could provide. When launching the ensemble, Curnow 
contacted a couple of University of Illinois students whom he knew had significant experience as 
members of Salvation Army bands and could play tenor horn; Curnow sought these particular 
                                               
20 The Brass Band Bridge 22 (November 1985): 4, http://nabba.org/pdf/bridge/022.pdf. In an interview for this 
dissertation, I asked Curnow if he has heard a change in brass band sound over the last few decades; he replied that he 
believes bands are getting much louder, on recordings and in concert, in Europe, Britain, and the United States. He feels 
that the bands also play very softly, so contrast still exists, but that previously the style fostered “a reserved, beautiful 
sound,” with a full fortissimo when it was needed, whereas now the top volume is moving a little more towards the edge 
of distortion. Curnow, conversation, 8 November 2018. 
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players in order to help establish a “British-style” sound in the tenor horn section. Other than that, 
he did not have to take special steps to find players; students were eager to play. Percussion teacher 
Fred Fairchild helped in the difficult job of finding for the group student percussionists, who were 
in high demand; Curnow noted that Fairchild was able to find skilled players who were not 
necessarily music majors, who had room in their schedule for another rehearsal, and who wanted a 
place to play.21  
From its beginning, the band used British-style instrumentation, in which cornet and 
soprano cornet, flugelhorn, tenor horn, British-style baritone, and E-flat and B-flat tuba are the most 
significant differences from American brass choir instrumentation. Over the years, the ensemble 
included from twenty-seven to thirty-five members (including brass and percussion); this size was 
generally in line with British standards. (See Figure 4c later in this chapter for the first concert’s 
personnel list and Appendix C for the band’s known personnel over its thirty-year history.) 
Obtaining this specialized instrumentation was not as difficult as it might have been. The 
university already owned cornets manufactured by the Vincent Bach company which could be used. 
James Curnow recalled finding an E-flat side-action tuba (he believes it was manufactured by York) 
that had been in storage at the band building for some time, which was then tested, cleaned, and 
used by one of the brass band players. Another E-flat tuba might have been borrowed from the 
Champaign Salvation Army Corps, and some of the tuba players used their own instruments (usually 
in C or B-flat). The band department provided funding to purchase tenor horns and baritones. A 
Yamaha E-flat (soprano) cornet was also purchased, although its intonation proved to be 
problematic.22 Later in the band’s existence, its instrument inventory expanded. While Bach cornets 
                                               
21 Curnow, conversation, 11 June 2018. Curnow’s older daughter, Lisa, a percussionist, also sometimes assisted the 
group. 
22 Ibid. 
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were in use from the beginning, the Bach instruments were more cylindrical and trumpet like than 
other cornet models and thus did not contribute as fully as possible to the characteristic British brass 
band sound mentioned above.23 In an undated memo requesting funds for university fiscal year 1985 
(July 1, 1984 to June 30, 1985), James Curnow, then Acting Director of Bands (following Begian’s 
retirement in May 1984), asked College of Fine and Applied Arts Dean Jack McKenzie for funding 
to purchase instruments prior to the University of Illinois British Brass Band’s December 1984 
appearance as a featured ensemble at The Midwest Clinic International Band and Orchestra 
Conference (known at the time as the Mid-West National Band and Orchestra Clinic.)24 The request 
was for ten Getzen Eterna short model cornets and two Yamaha English-bore baritones. Curnow 
stated that this “additional instrumentation will help to complete the required instrumentation for 
the proper Brass Band timbre, which is one of the main areas to be emphasized in our 
clinic/concert.”25 Records seem to indicate that at least two Yamaha baritones and eight Besson 923 
cornets were purchased; these cornets are of the “shepherd’s crook” style characteristically used in 
British brass bands.26 
At the band’s inception, Curnow enlisted one of the tuba players, who was also involved 
with computer science, to transpose the treble-clef trombone parts to bass clef, since most of the 
trombone players did not read treble clef.27 About three weeks into rehearsals, Curnow wanted to 
sight-read a piece with the group; bass clef parts were not available, so he handed out the treble clef 
parts and explained to the trombone section how to read it based on their tenor clef experiences. 
                                               
23 Ibid. 
24 “Our History—An International Band, Orchestra and Music Conference,” on The Midwest Clinic website, accessed 6 
July 2018, https://www.midwestclinic.org/about_midwest.html. 
25 Curnow to Jack McKenzie, University of Illinois Bands files [currently uncatalogued]. 
26 University of Illinois Bands files [currently uncatalogued]. 
27 The parts for all brass band instruments except bass trombone are written in treble clef. 
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The players coped well, and after that, trombonists sought to play in the brass band partly because 
they saw this clef work as a benefit.28  
Even with rehearsal time of only two hours each week, Curnow tried to program at least one 
concert a semester and sometimes two, so that the players received variety in their experience and 
were not rehearsing the same pieces repeatedly.29 (As part of the research for this paper, I have 
gathered and compiled known performance dates and programs from various sources; see 
Appendices B and C for performance and repertoire information, and Chapter 5 for discussion of 
repertoire.) Champaign-Urbana’s News-Gazette on November 12, 1981, announced that the band’s 
first concert would occur at 2pm on Sunday, November 15, 1981: 
The Brass Band is patterned after the more than 3,000 brass bands in the British Isles, 
according to its conductor, James Curnow, visiting assistant director of bands. The band’s 27 
players were chosen from the ranks of the five UI symphonic and concert bands, Curnow 
said. The ensemble includes three rarely used instruments—the E-flat soprano cornet, B-flat 
flugelhorn and small-bore English baritone horn.30 
This mention, although brief, clearly positions the ensemble as affiliated with and closely allied to 
the core activities of the University of Illinois Band Department; as using for its model the 
established British brass band tradition; and as following the instrumentation of the British groups 
rather than substituting French horns for tenor horns or trumpets for cornets, for example. 
                                               
28 Curnow, conversation, 11 June 2018. In the University of Illinois British Brass Band music library, at least one 
transcribed part (B-flat bass for Gordon Langford’s Harmonious Variations) was produced via the pioneering PLATO 
computer system—the legend on the part states “Printed using the Interactive Music System on cerl PLATO,” February 
9, 1985. CERL stands for Computer-Based Education Research Laboratory and PLATO for Programmed Logic for 
Automatic Teaching Operations. Encyclopedia Britannica, s.v. “PLATO: Computer-Based Education System” by Steve 
Jones, on Encyclopedia Britannica website, accessed 12 August 2018, https://www.britannica.com/topic/PLATO-
education-system. 
29 Curnow, conversation, 11 June 2018. 
30 “New Band to Give Free Show,” The News-Gazette, 12 November 1981, A7. 
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 The concert was shared with the University of Illinois Clarinet Choir and took place in the 
band rehearsal room at the Harding Band Building (1103 S. Sixth Street, Champaign, Illinois), as 
would most performances during the band’s early years. For the printed program, including 
repertoire and personnel, see Figures 4a-c. 
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Figure 4a: Program for November 15, 1981 concert, p. 1 
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Figure 4b: Program for November 15, 1981 concert, p. 2 
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Figure 4c: Program for November 15, 1981 concert, p. 3 
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This concert was the first of at least ten performances shared by the University of Illinois 
British Brass Band and the University of Illinois Clarinet Choir, an ensemble formed by University 
of Illinois Bands staff member Harvey Hermann in 1965.31 It is possible that the procedures and 
systems long used by the Clarinet Choir for their performance locations and setups, printed 
programs, and so on, made the establishment of the brass band easier from a logistical standpoint.  
The Band Building setting offered two unusual characteristics. The first was the ability to 
seat the audience in the round—the approximately 25- to 30-member brass band would be seated in 
the front rows of the standard band setup, and audience members would sit in the gallery seats and 
additional chairs facing the players, but also in the chairs surrounding the sides and the back of the 
band that were part of the standard large band formation. The experience thus became more 
intimate and took on some aspects of a chamber music performance. This in-the-round seating 
relates to the settings in which British brass bands of the nineteenth and twentieth centuries played. 
At outdoor contests and festivals, as well as at the indoor multi-purpose venues that hosted brass 
bands, audiences often stood or were seated all the way around the ensemble. One example of 
where such an arrangement could be found was the Kings Hall arena at Belle Vue Zoological 
Gardens (mentioned in Chapter 2), which hosted a variety of events, from brass band contests, to 
the Hallé Orchestra for a time, to traveling circuses and more (see Figure 5). With regard to 
performances by the University of Illinois British Brass Band in the 1980s, Curnow remembered 
that audience numbers were good, and audience members were responsive to the performances. 
  
                                               
31 “Remembering Harvey Hermann (1934-2017),” on University of Illinois School of Music website, accessed 15 
September 2018, https://music.illinois.edu/news/remembering-harvey-hermann-1934-2017. The Clarinet Choir 
performed at the Midwest Band and Orchestra Clinic in 1983, one year before the appearance there by the University of 
Illinois British Brass Band. Zajec’s history categorizes the clarinet choir as a “special ensemble” and the brass band as a 
“student band.” Victor W. Zajec, The First 50 Years: Mid-West International Band and Orchestra Clinic (Dallas: Taylor 
Publishing Company, 1996), 82, 128.  
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Figure 5. 1952 Centenary British Open Championships, CWS (Manchester) Band (the contest’s 
winning band); Eric Ball, conductor32 
 
 
The second benefit of performing in the band room was that it was equipped with an 
always-available recording setup. Eldon Oyen, Assistant to the Director of Bands, had installed the 
system, which was easily operable and was used for many University of Illinois Bands recordings.33 
By 1986, the brass band had issued two LP recordings, on which all the tracks were live recordings 
(with some edits) made between 1981 and 1984.34 The February 1986 issue of The Brass Band Bridge 
                                               
32 “Reminiscences of Belle Vue,” on Chris Helme’s website, accessed 27 October 2018, http://www.chrishelme-
brighouse.org.uk/index.php/sunday-bandstand/bandstand-memories/item/202-reminiscences-of-belle-vue. Used by 
permission; copyright holder sought but not located. 
33 Curnow, conversation, 11 June 2018. Mark Hindsley, University of Illinois Director of Bands 1948-1970, established a 
strong tradition of making and distributing sound recordings. “The Legacy of Illinois Bands,” on University of Illinois 
Bands website, accessed 12 August 2018, https://www.bands.illinois.edu/history. 
34 Curnow, conversation, 11 June 2018. 
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announced the availability of these recordings, calling them “some of the first recordings made in 
the United States by a non-Salvation Army brass band.”35 Watson mentioned that 250 records were 
issued; cost was $8 each plus $2 shipping and handling. The LP labels and back of the record jacket 
identified the group as the University of Illinois British Brass Band, while the front of the jacket 
identified it as the University of Illinois Brass Band. Repertoire included, among other works, 
transcriptions such as “Allegro Deciso” from the Water Music (Handel), Russian Sailors Dance (Glière) 
and Procession of the Nobles (Rimsky-Korsakov); recent works written for brass band such as Gordon 
Langford’s Sinfonietta and William Mathias’ Vivat Regina (both composers British); and works 
accompanying soloists from the band (cornet, E-flat bass, and euphonium). The jacket text for both 
albums stated, “The band consists of no more than thirty brass players selected through audition 
from among the 700 students participating in the University Band program. The Brass Band 
performs works from the extensive Standard British Brass Band repertoire as well as new works by 
Both British and American Brass Band composers.”36  
Performing in the Band Building also saved the time and money that would have been 
required to haul equipment to two other University of Illinois buildings—Smith Memorial Hall (805 
S. Mathews, Urbana) or Krannert Center for the Performing Arts (500 S. Goodwin Ave., Urbana)—
set it up, strike it, and transport it back to the Band Building. Other selected performance locations 
included the Notre Dame Festival of Brass (South Bend, Indiana, 1982); the Eastern Illinois 
University Festival of Brass (Charleston, Illinois, 1983); and a November 1984 trip to Ridge Farm, 
Illinois, to perform at a school where University of Illinois graduate Stan Gorbatkin served as band 
                                               
35 J. Perry Watson, The Brass Band Bridge 23 (February 1986): 2, http://nabba.org/pdf/bridge/023.pdf.  
36 The University of Illinois British Brass Band (#111) conducted by James Curnow, Mark Custom Recording Division, 
MC-20627, [published between 1981 and 1986], 33 1/3 rpm; The University of Illinois British Brass Band (#112) 
conducted by James Curnow, Mark Custom Recording Division, MC-20628, [published between 1981 and 1986], 33 1/3 
rpm. 
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director.37 Curnow reported that his primary motivations for performing away from the University 
of Illinois were to give the students more chances to perform and to try to promote the brass band 
genre at different universities and other locations. The Department of Bands funded the trips, and 
Begian was very supportive of the travel.38 
In 1984, the Chicago Staff Band—the principal Midwest concert band of the Salvation 
Army—undertook a tour of east-central Illinois, during which it played a joint concert with the 
University of Illinois British Brass Band. The performance occurred in Foellinger Great Hall at 
Krannert Center on September 23 (at 3pm); the day’s repertoire follows in Table 1. 
  
                                               
37 Curnow to Stan Gorbatkin, 19 October 1984, University of Illinois Bands files [currently uncatalogued]. Gorbatkin’s 
biography obtained from: Suzanne Baker, “Retiring D204 assistant superintendent has seen district quadruple in size, go 
from old-school to high-tech,” Naperville Sun, accessed 6 July 2018, 
http://www.chicagotribune.com/suburbs/naperville-sun/news/ct-nvs-204-stan-gorbatkin-st-0527-story.html#. 
Additionally, in February 1985 some members of the University of Illinois British Brass Band participated in “Fanfare!,” 
a multi-band pageant with a loose narrative thread that took place at the University of Illinois Assembly Hall (now State 
Farm Center). These Brass Band members comprised an 1860s-style band, performing on the university’s Civil War-era 
over-the-shoulder instruments that were mentioned in Chapter 2. 
38 Curnow, conversation, 8 November 2018. 
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Table 1. Concert repertoire, 23 September 1984, Chicago Staff Band and University of Illinois 
British Brass Band 
Work Composer 
Transcriber/ 
Arranger Ensemble 
Procession of the 
Nobles Nikolai Rimsky-Korsakov Curnow Combined 
Toccata Girolamo Frescobaldi Curnow Univ. of Illinois 
Canadian Folk Song 
Suite Morley Calvert  Univ. of Illinois 
Festival March: Chalk 
Farm No. 2 Edward Gregson  Chicago 
Variations: Lift up Your 
Heart Dean Goffin  Chicago 
Do You Know My 
Lord? Traditional  Chicago: Band Chorus 
Lift up Your Voices Thomas Mack  Chicago: Band Chorus 
I’d Rather Have Jesus  William Himes  
Chicago; Peggy 
Thomas, cornet 
Suite: To the Chief 
Musician William Himes  Chicago 
March: Rousseau Ray Ogg  Chicago 
Elsa’s Procession to the 
Cathedral Richard Wagner 
William 
Himes Combined 
 
This concert marked the first time the Chicago Staff Band, founded in 1907, performed with a brass 
band based outside the Salvation Army. 39 The collaboration is reflective of multiple threads running 
through the University of Illinois British Brass Band’s history—British secular and Salvation Army 
brass band tradition, and American Salvation Army brass band tradition—starting with Harry 
Begian’s 1981 British visit to both the Salvation Army International Staff Band and the Brighouse 
and Rastrick Band, a non-Salvation Army ensemble. 
Another significant event for the band in 1984 was its clinic/performance at The Midwest 
Clinic International Band and Orchestra Conference, mentioned above. On December 14, the 
ensemble, with faculty cornet soloist Ray Sasaki, traveled to the Chicago Hyatt Regency Hotel to 
                                               
39 Martin Lawrence John Rowden, “A History of the Salvation Army Chicago Staff Band, 1954-1994” (EdD diss., 
University of Illinois at Urbana-Champaign, 1996), 126-127.
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give two sessions (11am and 3pm) for Midwest attendees (see Figure 6 on p. 61). The audience 
would have included music educators from grade school through university level (as well as private 
instructors), professional and amateur music performers, and music industry representatives, among 
others. Archival correspondence shows a May 3, 1984, letter from James Curnow to J. Perry Watson 
requesting copies of Watson’s booklets Starting a British Brass Band (published 1984) and The Care and 
Feeding of a Community Brass Band (no publication date) to hand out at the sessions. 40 Curnow in 2018 
confirmed that those booklets were received and used at the performances, as was additional 
information about brass bands put together by the University of Illinois team. These actions confirm 
that the performance was not just an exhibition or entertainment but also an effort to share 
information about the brass band genre and its possibilities in the United States, in concert with the 
newly formed North American Brass Band Association. Such a goal would have been in keeping 
with the Midwest Clinic’s educational mission. Some audience members were familiar with brass 
bands, while others were not; Curnow reflected that the Midwest sessions were a successful 
educational effort.41 In a December 18, 1984, letter of thanks to the band members, Curnow 
reported an estimated 800 to 900 music educators attended each session, and many requests were 
made for further information regarding brass bands.42  
The Chicago Salvation Army Staff Band had performed at the Midwest Clinic in 1950, 1951, 
1953, and 1979. The University of Illinois British Brass Band was the first collegiate, first secular 
British-style brass band featured in the conference’s history. It was followed by the Brass Band of 
                                               
40 Curnow to J. Perry Watson, 3 May 1984, University of Illinois Bands files [currently uncatalogued]. 
41 Curnow, conversation, 8 November 2018. 
42 Curnow to All Brass Band Members, 18 December 1984, University of Illinois Bands files [currently uncatalogued]. In 
this letter, Curnow also mentions to the players the dates of the April 1985 NABBA North American National 
Championships in Canada (the third annual contest) and asks the players to hold the dates in case funding to participate 
becomes available. 
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Columbus (founded 1984), under the direction of founder Paul Droste,43 in 1988 (with James 
Curnow guest conducting), 1995, and 2002; the Lexington Brass Band (founded 1992) in 1997; and 
the Chicago Brass Band (founded 2002) in 2011.44 In a 1996 book celebrating the first fifty years of 
the Midwest Clinic, attendee Peter Eisenberg recalled that one of his favorite memories of the clinic 
was the 1984 University of Illinois British Brass Band concert: “I had only heard a brass band via 
recordings in my collection, so it was a real treat to hear a brass band live.”45 Eisenberg’s comment 
highlights the impact of the University of Illinois British Brass Band’s performance, for an audience 
of active musicians and music educators, in the early days of the North American British brass band 
movement. 
  
                                               
43 Droste, a leader in the development of American brass bands, shared with me his experiences with the brass band 
performance idiom that led to the founding of the Brass Band of Columbus shortly after the founding of the University 
of Illinois British Brass Band. Droste was a member of the all-brass Ohio State University Marching Band in the 1950s, 
then heard the Salvation Army International Staff Band play in Columbus, Ohio, in 1957—the first time he had heard a 
British-style brass band perform live. (In 2018 he recalled, “Those sounds are still in my head.”) During his Master’s 
degree work at Eastman in the early 1960s, Droste participated in an ad hoc brass band, and, as he recounted, he and his 
wife “attended a Brass Band Festival in Toronto (1972) and were exposed to the top four bands from the UK and 
conductors Geoffrey Brand, Stanley Boddington, Eric Ball, and Harry Mortimer. I also met and talked with Trevor 
Groom, a featured euphonium soloist. This singular event probably planted the seeds of my interest in playing in, or 
conducting a brass band.” Through these beginnings and subsequent interactions with the National Band of New 
Zealand (which performed in Champaign-Urbana in 1980), Droste was led to found the Brass Band of Columbus, which 
became and remained a highly accomplished and active band. Droste took an active role in the North American Brass 
Band Association, including serving as its second president and presenting many educational workshops, and he 
furthered his own brass band education as well: “In the spring/summer of 1984 I spent a leave-of-absence from OSU in 
England, visiting brass band and euphonium players. I established a close relationship with Geoffrey Brand, and met Ed 
Gregson, Roy Newsome, the Childs brothers, and attended many concerts. I was able to play a BBC recording of 
Connotations for Gregson at his home and this really was valuable.” Paul Droste, email message to author, 25 August 
2018. 
44 Zajec, The First 50 Years, 419-431; “Midwest Clinic Performing Organizations,” on The Midwest Clinic International 
Band and Orchestra Conference website, accessed 4 October 2018, https://www.midwestclinic.org/midwest-clinic-
performing-organizations.aspx. The Midwest website categorizes the British-style brass bands that have played at the 
conference as “chamber music;” Zajec’s book did not use this term. 
45 Zajec, The First 50 Years, 412. This book, in addition to providing full details about the clinic’s mission and programs 
over fifty years, explores the key role that University of Illinois Bands faculty played in establishing the clinic. 
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Figure 6. University of Illinois British Brass Band at Midwest Clinic, 1984. Ray Sasaki, cornet soloist; 
James Curnow, conductor46 
 
 
                                               
46 Detail from image from Archives of The Midwest Clinic, An International Band and Orchestra Conference 
(Collection number: 89-11-ABA, Series 7), Special Collections in Performing Arts, University of Maryland Libraries. 
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The American National Context for a British Tradition 
The formation and early activity of the University of Illinois British Brass Band was fostered 
largely through Harry Begian’s experience in England and James Curnow’s American Salvation 
Army background—a tradition which itself had a strong British connection—but it also took place 
in a national context in the United States, connected with both a broader brass banding community 
(such as the Chicago Staff Band joint performance) and with the movement developing through the 
work of J. Perry Watson and the nascent North American Brass Band Association.  
A handful of British-style brass bands were active in the United States in the early 1980s, 
including the North Carolina State University British Brass Band, founded by Watson in 1965.47 
Beginning in 1977, Watson and North Carolina State hosted brass band festivals annually. In 1978, 
Watson and three other Americans took a two-week trip to England that included band camp-style 
playing under conductors Roy Newsome and Edward Gregson (two major brass band figures in 
Britain) and visiting rehearsals of the Black Dyke Mills Band and other brass bands. Of the trip, 
Watson said, “I was not prepared to absorb such unbelievably beautiful brass sounds as I enjoyed 
the first time I attended one of their rehearsals. To say I was impressed is the understatement of the 
century. I was determined that we in the USA should have the benefit of this type of highly skilled, 
amateur music making in every state.”48 Watson and his companions particularly noted the British 
brass bands’ “discipline and musicianship.”49 At the 1981 North Carolina State brass band festival, 
                                               
47 Diana Herak, 25-Years of NABBA History (NABBA, 2007), 6. About this ensemble, Watson stated that he founded it 
“to accommodate more students in the marching band and at the same time to help this writer realize a long-time goal 
of working with a British-type brass band.” As a sample of its activities, Watson noted in spring 1980 that during the 
semester the band had performed with the university’s chorale and its pipe and drum ensemble; the repertoire included 
both transcriptions and works original to brass band, and composers/arrangers mentioned were Malcolm Arnold, 
Gordon Langford, Geoffrey Brand, and Edrich Siebert. It would also host its third annual massed brass band festival, 
combining with North and South Carolina Salvation Army bands. J. Perry Watson, The Brass Band Bridge 1 (April 1980): 
2, http://nabba.org/pdf/bridge/001.pdf. 
48 Ibid. 
49 Ibid. 
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“A British Brass Band Showcase,” brass band musicians from Britain Denzil Stephens and Peter 
Wilson (long-time editor of British Bandsman, mentioned in Chapter 2 in conjunction with Harry 
Begian’s trip to England) served as lecturer-conductors.50 Discussions and experiences at this 
workshop-showcase led to the formation of several new American British-style brass bands and to 
early planning stages for the creation of a brass band organization to serve North America; Watson 
and five colleagues in winter 1982-83 formed the Founding Committee of the North American 
Brass Band Association (NABBA). Of the group, Watson said, “We all had similar musical 
philosophies and saw the huge void in instrumental opportunities beyond educational institutions.”51 
The North American Brass Band Association was formally established in 1983; its articles of 
incorporation—with a subhead of “In the British Tradition”—stated its object and purpose as: 
(a) To sponsor and hold local, state, regional, national and international contests for the 
purpose of improving the performing standards and abilities of amateur British-type brass 
bands. 
( b ) To foster, promote and otherwise encourage the establishment, growth and 
development of amateur and professional British-type brass bands throughout the United 
States and Canada. 
(c) To support and help further the music education of its members and to advance the 
public’s appreciation of British-type brass bands. 
                                               
50 Ibid. 
51 Ibid., 7. While this dissertation focuses on a British brass band within a university, a theme found throughout my 
research for this project is that of adult, amateur music-making: the opportunities brass bands present in this area, and 
the disconnect in American culture between the number of students participating in music up to or through college who 
then do not participate as adults—or, as Watson called it (above), “the huge void in instrumental opportunities beyond 
educational institutions.” Brass bands are seen as a possible solution to this void perhaps because of the almost fully 
amateur structure of the tradition.  
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(d) To serve as a resource for musical and organizational assistance to amateur British-type 
brass bands throughout North America.52 
In choosing to organize and implement (“to sponsor”) contests—placed first in its list of 
objectives—NABBA adopted a core characteristic of the brass band movement in Britain (although 
even in Britain not every band was a “contest” band). The first North American Brass Band 
Association Championship was held in 1983 at North Carolina State University, with five bands 
entering the two competition sections (categories).53  
Watson continued to compile, edit, and publish The Brass Band Bridge until 1985, when a new 
editor assumed the role.54 In conjunction with two NABBA corporate sponsors, Yamaha and 
Boosey, Watson wrote and distributed the two afore-mentioned booklets, Starting a British Brass  
Band 55 and The Care and Feeding of a Community Brass Band 56 (the booklets requested by James Curnow 
for distribution at the University of Illinois’ 1984 Midwest Clinic performance). In November 1983, 
The Brass Band Bridge announced the availability of a new thirteen-minute slide show, written by 
Watson,57 called “Strike up the British Brass Band.” The presentation included slides, a script, and 
musical examples on cassette tape and could be rented from the North Carolina State music 
department for a three-week period.58 Watson also implemented a long-running program of 
workshops to educate about and promote British-style brass banding; these were presented each 
summer at locations throughout the US and regularly resulted in the formation of new American 
                                               
52 “NABBA Articles of Incorporation,” North American Brass Band Association, accessed 7 July 2018, 
http://nabba.org/pdf/NABBA_Incorporation.pdf. 
53 The Brass Band Bridge 70 (December 1997): 16, http://nabba.org/pdf/bridge/070.pdf. 
54 The newsletter continued in a “traditional” format until 2013, when it changed to a blog format, returning to a 
newsletter format in April 2018, to be published twice per year. The Brass Band Bridge 119 (April 2018): 
http://www.nabba.org/pdf/bridge/spring18.pdf. 
55 J. Perry Watson, Starting a British Brass Band (Grand Rapids, MI: Yamaha International Corporation, 1984 [second 
printing]). 
56 Perry Watson, The Care and Feeding of a Community British Brass Band (Farmingdale, NY: Boosey & Hawkes [no year]). 
57 Herak, 25-Years, 7. 
58 J. Perry Watson, The Brass Band Bridge 14 (November 1983): 1, http://nabba.org/pdf/bridge/014.pdf. 
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brass bands.59 These publications and materials helped support NABBA’s work of fostering the 
growth of British-style brass bands in North America, including advancing the public understanding 
of this genre and encouraging the spread of brass bands in the United States. Through their 
performance and distribution of NABBA-based materials at the Midwest Clinic (as well as through 
the band’s other appearances in its region), and thanks to James Curnow’s regularly sending 
information about the University of Illinois British Brass Band’s activity to The Brass Band Bridge, 
Curnow and the band actively participated in this effort. 
 While it might require some work for a reader of this dissertation to either imagine or recall, 
at the time of NABBA’s founding in the early 1980s, the availability and procurement of musical 
resources such as scores and recordings operated on a different plane from today. This was true for 
the purchase of materials originating within the United States, but especially so for the international 
commerce that much British brass band-related merchandise, such as scores and recordings, 
required. Online/electronic catalogs, correspondence, sales, and downloads did not exist; business 
by phone had to take vastly different time zones into account; often, the music could not be 
purchased with credit cards; shipping could be costly and lengthy; and the process from order to 
receipt could take weeks or months.60 Adding to this landscape, although cassette tape recordings 
were in use, vinyl LP recordings were still ubiquitous (requiring more complicated shipping and 
care), and compact discs were not yet available. (The first brass band CD was released in 1985, by 
the Black Dyke Mills Band on the Chandos label.)61 Curnow encountered some of these challenges 
when preparing for the first concert of the University of Illinois British Brass Band, so access to his 
                                               
59 Herak, 25-Years, 7. After Watson’s retirement, Paul Droste led the NABBA Summer Brass Band Workshops, 
presented in partnership with instrument manufacturer Yamaha. Between 1990 and 2005, Droste taught 45 workshops. 
Ibid., 10.  
60 Ibid. 
61 Roy Newsome, The Modern Brass Band: From the 1930s to the New Millennium (Aldershot: Ashgate, 2006), 315-318; Arthur 
R. Taylor, Brass Bands (St. Albans, Hertsfordshire: Granada Publishing Limited, 1979), 324. 
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own arrangements and to works from the Chicago Staff Band music library was a special help to 
him. To try to address some of these resource challenges for American musicians, J. Perry Watson 
and his wife, Frances Purdy Watson, began to import British brass band music (as well as to 
transpose and include bass clef trombone and tuba parts) and British band recordings through their 
business, Purdy’s Brass Connection, which later proved to be a resource for John Cody Birdwell as 
conductor of the University of Illinois British Brass Band (see Chapter 5).62  
 
Curnow and the University of Illinois British Brass Band in The Brass Band Bridge 
 During Watson’s time as editor of The Brass Band Bridge, the journal made several mentions 
of the University of Illinois British Brass Band and of James Curnow, as the band’s conductor and 
as a composer. In the first issue, April 1980, Watson included resources for American bands seeking 
brass band music, as follows. Earlier in the year, Watson’s first correspondence—his initial attempt 
to find and form a mailing list of those interested in British-style brass bands in the United States—
had reached some recipients in England, who engaged with Watson and offered assistance to North 
American musicians. For example, Terry Moss of Boosey & Hawkes music publishers (London) 
suggested “a select series of brass band music in manuscript available only from his London office. 
He indicates, . . . ‘I should be happy to let you have photocopies at five pounds per set.’ . . . All of 
these selections were written as . . . ‘music for film, radio and television.’”63 British publisher R Smith 
& Company, led by Geoffrey Brand (prominent English brass band conductor), offered a 10-percent 
                                               
62 Herak, 25-Years, 7. 
63 J. Perry Watson, The Brass Band Bridge 1 (April 1980): 1, http://nabba.org/pdf/bridge/001.pdf. The music list included 
Heritage (Langford), Honesty and The Beast of Black Mountain (Jackman), Happy Ending (Watters), Journey’s End (J. 
Shakespeare), Nights of Gladness (Ancliffe), The Old Haunted Colliery (Scott), Jubilee Hoe Down (Lusher), Haford Heights 
(Davies), Free as Air (Kelly), Music for a Pageant (Fonteyn), and Barwick Green (Wood). 
 
 
 
 
67 
discount.64 Then, under the heading “Brass Band Music is Available on This Side of the Atlantic,” 
Watson mentioned music available from the Salvation Army Music Bureau in Chicago, via William 
Himes, and that Studio P/R (Lebanon, Indiana) was preparing “to publish a brass band series” 
featuring compositions by Himes, Curnow, and Bruce Broughton. Watson stated, “The music from 
these three outstanding composers written specifically for brass bands is a fine addition to the 
literature.”65 This project, called the “Studio Brass Band Series,” was referred to again in Issue 3, 
September 1980, with titles mentioned and the specification that the publications would include bass 
clef parts for several instruments—a help for bands working with American low brass players who 
were not accustomed to playing in treble clef. At this time, Curnow was on the faculty of Asbury 
College, Wilmore, Kentucky.66 
 Issue 6 (November 1981) carried excerpts of a note from Curnow, mentioning that the new 
University of Illinois British Brass Band had just finished its third rehearsal (as mentioned in Chapter 
1).67 In January 1982 (Issue 7), Curnow was profiled in a “featured conductor” article—the third 
brass band conductor to be so highlighted. The article mentioned Curnow’s educational and musical 
background, composition activities, and awards.68 Issue 8 (April 1982) recapped the University of 
Illinois British Brass Band’s March 1982 performance and praised the band’s quality: “The 
University of Illinois Brass Band is one of our newest British brass bands. However, a cassette 
                                               
64 Keene reported that, because of a relationship he and Geoffrey Brand formed before Keene arrived at Illinois, Brand 
and R Smith later gave a major contribution of brass band music to the University of Illinois. When suggesting the gift, 
Brand offered R Smith’s brass band works catalogue to Keene, who shared it with John Cody Birdwell in order to make 
the selections. Keene recalled that about twelve to fourteen works (scores and parts) were donated to the University of 
Illinois brass band library in this transaction. James Keene, phone conversation with the author, 14 November 2018. 
65 Ibid. The town was listed as Lebanon, Illinois, but corrected in Issue 3 to Lebanon, Indiana.  
66 Watson, The Brass Band Bridge 3 (September 1980): 2, http://nabba.org/pdf/bridge/003.pdf. 
67 Watson, The Brass Band Bridge 6 (November 1981): 3-4, http://nabba.org/pdf/bridge/006.pdf. 
68 Watson, The Brass Band Bridge 7 (January 1982): 1-2, http://nabba.org/pdf/bridge/007.pdf. This issue (page 3) also 
informed readers that Magna Music Baton of St. Louis, headed by Norman Goldberg, University of Illinois alumnus, 
had begun to import brass band music, including bass clef parts for low brass and F horn parts; the music was brought 
from Britain, then the transcribed/transposed parts added.  
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recording of one of their recent concerts indicates this band is a Championship Section band.”69 
Two of the ensemble’s concerts were noted in Issue 11 (January 1983), with repertoire and soloists 
listed: Chequerboard March (Langford), Intrada (Gregson), Allegro Spiritoso (Senaille, with Don Lang as 
euphonium soloist), Fantasy on British Sea Songs (Langford), Treasures from Tchaikovsky, and Concerto 
Grosso (Gregson, with soloists Steve Anderson [cornet], James Cheyne [tenor horn], Jeff Gaylord 
[trombone], and Dan Vinson [euphonium]), among others.70 A new calendar feature in November 
1983 (Issue 14) included the band’s concert that month,71 and May 1984’s Issue 16 included its 
March 1984 concert repertoire (works by Gregson, Langford, Mozart, and Goffin).72  
As the years passed, each issue contained evidence of more frequent and widespread brass 
band activity in the United States, as well as regular cross-Atlantic consultation with and reports on 
people and organizations active in brass banding in Britain. In addition, support from the British 
government was occasionally mentioned, including a May 1982 visit sponsored by the British 
Embassy that brought Peter Wilson, then editor of The British Bandsman, to the United States to help 
the committee for the first North American British Brass Band Championships “develop plans, 
operations, rules and regulations, and policies as close as possible to the way the British contests are 
run.”73 The British Embassy sponsored Wilson’s travel again in April 1983 to judge the 
competition.74 
                                               
69 Watson, The Brass Band Bridge 8 (April 1982): 2, http://nabba.org/pdf/bridge/008.pdf. As part of this dissertation, 
recordings of the University of Illinois British Brass Band held by the University of Illinois have been researched, and 
the most at-risk materials have been digitized for preservation and access through the University Archives. See Appendix 
D for information on these recordings. 
70 Watson, The Brass Band Bridge 11 (January 1983): 2-3, http://nabba.org/pdf/bridge/011.pdf. 
71 Watson, The Brass Band Bridge 14 (November 1983): 3, http://nabba.org/pdf/bridge/014.pdf. 
72 Watson, The Brass Band Bridge 16 (May 1984): 1, http://nabba.org/pdf/bridge/016.pdf. These concert and repertoire 
mentions in The Brass Band Bridge proved very valuable in constructing the documentation of the ensemble’s known 
performances. After February 1986, the University of Illinois British Brass Band was not mentioned in known issues of 
The Brass Band Bridge.  
73 The Brass Band Bridge 9 (July 1982): 1, http://www.nabba.org/pdf/bridge/009.pdf. 
74 Watson, The Brass Band Bridge 12 (May 1983): 1, http://nabba.org/pdf/bridge/012.pdf. 
Wilson made an initial NABBA-related visit in 1981, but I did not find evidence of British government support for this 
trip. 
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 Issue 17 (August 1984) contained a manuscript, signed score for Curnow’s newly composed 
Fanfare for N.A.B.B.A., a thirty-bar work, that was preceded by this note from Watson, who had 
requested the composition: “This fanfare is a gift from James Curnow to all brass bands everywhere. 
We hope you will copy the parts and use this music often. We would ask that you always include the 
composer’s name when performing this very fine fanfare. On behalf of all brass bands our 
appreciation is extended to Jim for his unique contribution to the brass band movement.” Curnow’s 
dedication of the work reads, “Respectfully dedicated to all brass bands throughout North America; 
collegiate, community, professional, Salvation Army, et al.75 A later issue of The Brass Band Bridge 
(February 1985) mentions two American brass bands playing the work, and it is the opening piece 
on the first record of the two-LP set released by the University of Illinois British Brass Band.76 
Fanfare for N.A.B.B.A., the score of which is included in Appendix E, uses contrasts: bell-like, 
layered entrances building into sustained tones; a declamatory theme and martial percussion set off 
by lyrical, soaring lines; and other contrasts of dynamics and texture. Individual entrances and 
section features provide a good chance to hear the instruments’ sonorities and be “introduced to” 
the brass band. Two archival University of Illinois British Brass Band recordings of this work have 
been digitized as part of this dissertation: one conducted by Curnow in the early 1980s and one 
conducted by Birdwell in 1990. They provide contrasting musical interpretations of the work (taking 
into account variances in recording technology). Curnow’s rendition essentially follows the score’s 
metronome marking of 88 beats per minute, and it could be considered to have a darker, more 
                                               
75 The Brass Band Bridge 17 (August 1984): http://nabba.org/pdf/bridge/017.pdf. 
76 The bands were the Mississippi River Brass Band (Quincy, Illinois) and the North State Silver Cornets (Greensboro, 
North Carolina). The Brass Band Bridge 19 (February 1985): 3, http://nabba.org/pdf/bridge/019.pdf. NABBA remains 
active as of July 2018, “dedicated to the promotion and development of the British-style brass band movement in North 
America.” At the 2018 NABBA Championship, 39 bands entered the five contest sections (North American Brass Band 
Association, accessed 7 July 2018, http://nabba.org/index.html; “2018 North American Championship Entries,” 
http://nabba.org/championships/entries18.html). 
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pensive or deliberate style, while the performance under Birdwell is taken at a faster tempo (around 
116 beats per minute), with a brighter sound.77 
Much as would a masthead, a logo, or a mission statement—but in an even more direct, 
celebratory, and relevant way—Fanfare for N.A.B.B.A. announced the presence and identity of the 
North American Brass Band Association. A musical score shared freely with all members of the 
organization provided an opportunity for unity and a common understanding, and the work’s 
dignity, short length, and interesting but playable content meant it could fit well into many bands’ 
programs. American James Curnow, founding conductor of the University of Illinois British Brass 
Band, was Watson’s composer of choice to pen this musical statement. In this and other ways 
previously described, the early days of the University of Illinois British Brass Band were intertwined 
with the development of the North American Brass Band Association and the late twentieth-century 
growth of British-style brass bands in the United States. 
                                               
77 See Appendix D for information on University of Illinois British Brass Band recordings. 
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CHAPTER 4: LOGISTICS, PROCEDURES, AND PERFORMANCES, 1985 TO 2011 
Continuity in the Face of Changes in Conductorship 
 After its appearance at the Midwest Clinic in December 1984, the University of Illinois 
British Brass Band would perform for the final time under the directorship of James Curnow on 
April 14, 1985, at Harding Band Building.1 At the end of the 1984-85 academic year, Curnow left the 
university and began composing full-time, while continuing to guest-conduct around the world. (A 
series of new faculty would take on the band in subsequent years, to be discussed below.) James F. 
Keene began his tenure as Director of Bands and Professor of Music in fall 1985, serving until his 
retirement in 2008, having oversight for the University of Illinois British Brass Band, though not 
serving as its conductor. With Keene’s arrival, the Department of Bands became part of the School 
of Music. These events in combination point to a time of significant transition for University of 
Illinois bands, including the British Brass Band.  
 In Mark Taylor’s 2016 study of British-style brass bands at twenty American 
colleges/universities, the author found that between 1980 and 2015, nine US higher education 
institutions disbanded or suspended their brass band programs. Of that group of nine—in which the 
University of Illinois was included, since its brass band went on hiatus beginning in fall 2011—one 
(Rutgers) disbanded after a change in university administration. Of the remaining eight, seven ceased 
operations within a year after the departure of their founding conductors; the University of Illinois 
was the only one of the eight to persist after such a change. Indeed, the University of Illinois British 
Brass Band functioned under three more conductors before fall 2011 (see Table 2). In each case, 
leadership of the band was assigned as part of an incoming faculty conductor’s work portfolio, 
                                               
1 The band shared a concert with the University of Illinois Tuba-Euphonium Ensemble, conducted by School of Music 
faculty member Fritz Kaenzig. 
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rather than being left as an optional duty or assigned to a graduate student; this institutional 
expectation and support ensured continuity for the ensemble. 
 As Keene began his transition to the University of Illinois, he did not have much experience 
with brass bands but knew of the University of Illinois British Brass Band’s existence. Keene 
decided that because the brass band infrastructure was in place—the instruments, the music library, 
and an ensemble that had been set up very well—Bands would continue to support the ensemble; 
within a few years, he came to fully appreciate it. As time went on, he saw that the students liked 
playing in the group and that the ensemble provided a great musical opportunity for the conductors 
(all of them Assistant Directors of Bands). Regarding euphonium players in particular—as the 
composition and size of the top wind band changed under Keene’s direction, and the chamber wind 
repertoire that was being incorporated sometimes did not include euphonium, the brass band gave 
euphonium players a chance to play, with a resulting further development of their skills. Thus, for 
the recruitment of euphonium players to Illinois, the brass band was very helpful. Keene also valued 
the brass band when he was conducting the Illinois Wind Symphony and Symphonic Band in 
traditional band music with significant cornet and euphonium parts, as the players of those 
instruments could produce the darker sounds required by the works because of their University of 
Illinois British Brass Band experience. Keene believed that the high standard established by Curnow 
was passed on and maintained by the subsequent conductors, creating a consistently high-quality 
ensemble over the thirty years of its existence.2 
  
                                               
2 Information in this paragraph from James Keene, phone conversation with author, 14 November 2018. 
 
 
 
 
73 
Table 2: University of Illinois British Brass Band Conductors, 1981–2011 
Conductor Name First Semester Last Semester 
James Curnow Fall 1981 Spring 1985 
James Hile Fall 1985 Spring 1989 
John Cody (J. Cody) Birdwell Fall 1989 Spring 1994 
Peter J. Griffin  Fall 1994 Spring 2011 
 
In fall 1985, when newly appointed Assistant Director of Bands James Hile took up 
leadership of the British Brass Band as part of his position, the genre was completely new to him. A 
clarinetist and wind band conductor who had arrived at the University of Illinois as a graduate 
student, Hile had suddenly to learn brass band repertoire, instrumentation, sound, logistics, and 
more. To accomplish this, Hile’s predecessor with the group, James Curnow, was key. Curnow lent 
Hile many recordings, as well as reading material such as J. Perry Watson’s The Care and Feeding of a 
Community British Brass Band—establishing a link with the training created and provided by NABBA, 
mentioned in Chapter 3. 3  
In interviews, Curnow and Hile also reviewed the reasoning behind the seating arrangement 
Curnow had used for the band, which Hile adopted. Curnow had employed two arced rows, with 
basses behind that (as can be seen in Figure 6, Chapter 3), rather than the more traditional, British-
style two rows in a “U” shape, with the sides of the U almost at right angles to the bottom (see 
Figure 7); he made this change because he felt it was beneficial to the ensemble’s sound and the 
players’ communication. (Curnow mentioned also having to keep in mind the effect of the risers in 
the University of Illinois band room, in which the ensemble played concerts.) Each of the 
ensemble’s subsequent conductors used an arced, rather than squared, setup. See Figure 8 for the 
                                               
3 Hile arrived at the university as a Master’s student; he completed an MS (1983) and EdD (1991) at Illinois, in addition 
to serving as Assistant Director of Bands fall 1985 to spring 1989. Information in this paragraph from James Hile, phone 
conversation with author, 14 August 2018. 
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seating arrangement Hile utilized at the University of Illinois as well as in following years with the 
Triangle Brass Band, a regional British-style brass band based in Cary, North Carolina. Key 
differences in the Illinois setup (Figure 8) compared to Figure 7 (British brass band setup) include a 
shift of the tenor horns closer to the front of the ensemble; the baritones and euphoniums in the 
second instead of the first row; and placement of the basses in a third row. Hile reported that the 
Triangle Brass Band—which had previously used a traditional setup—liked the change.4  
Figure 7: Seating plan for the Pendeen Silver Band, Pendeen, Penzance, Cornwall, 20185 
 
 
 
 
 
                                               
4 Information in this paragraph from Hile, conversation with author, 14 August 2018 and email message to author, 12 
November 2018; James Curnow, conversation with author, 8 November 2018. 
5 “Booking the Band,” on Pendeen Silver Band website, accessed 11 November 2018, 
http://www.pendeenband.co.uk/engagements/booking-the-band.  
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Figure 8: Seating arrangement for University of Illinois British Brass Band under Hile6 
 
After four years as a University of Illinois faculty member, Hile left in 1989 to become Director of 
Bands at the University of North Carolina at Chapel Hill (during which time he served as music 
director and conductor of Triangle Brass Band).7  
John Cody Birdwell, who came to the University of Illinois in fall of 1989 as the new 
Assistant Director of Bands, also found himself in new territory when he learned he would lead the 
University of Illinois British Brass Band. Although Birdwell was an experienced trumpet player and 
                                               
6 Figure provided by Hile in email message to author, 12 November 2018. 
7 Hile, conversation, 14 August 2018; “Triangle Brass Band,” on Triangle Brass Bands website, accessed 2 September 
2018, http://trianglebrass.org/about. 
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had played in brass ensembles, he was not familiar with the British-style brass band and went 
through a “trial by fire” in which everything was new—and as with Hile, the repertoire, 
instrumentation, sound, logistics, and more all had to be learned. Like those who preceded and 
followed him, Birdwell studied recordings to investigate approaches to sound; he also used resources 
at the Midwest Band and Orchestra Clinic, visiting the exhibit area to review music and recordings 
and attending brass band concerts at the Clinic when they occurred.8 
As Birdwell worked through the learning curve of brass band leadership, he experimented 
with seating arrangements. Figure 9 shows a setup from Birdwell’s first semester as conductor of the 
brass band (October 1989), in his handwriting. In correspondence for this dissertation, Birdwell 
recalled this as a slightly different layout from that which he eventually used, which he remembered 
as follows, left to right: 
Row One: Solo cornet, repiano cornet, flugelhorn, tenor horn 3-2-1 
Row Two: E-flat soprano cornet, cornet 2, cornet 3, baritone (two), euphonium (two), bass 
trombone, trombone 2, trombone 1 
Row Three: E-flat and B-flat bass, centered for sound balance 
Back of Ensemble: Percussion spaced and organized accordingly, usually with timpani 
slightly right of center, battery center working toward left, and melodic percussion left 
About his process for working out a seating arrangement, Birdwell stated:  
What I recall is that I ended up not really following a traditional British or American brass 
band seating formula, but rather going with what I thought worked best with the U of I 
instrumentation and with the U of I rehearsal/concert performance space and logistics, since 
our concerts were usually in tandem with another group (U of I Symphonic II, Concert 
                                               
8 Information in this paragraph from John Cody Birdwell, phone conversation with author, 14 August 2018. 
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Band I, etc.). . . . Remember, this was my first go with Brass Band, so I did what made sense 
to me based on previous U of I Brass Band traditions and based on normal/traditional brass 
ensemble standards at the time. It for me was a work in progress . . . but I loved it.9  
Figure 9: Seating plan for University of Illinois British Brass Band, October 198910 
 
 
An event that proved key to Birdwell’s immersion in brass band culture was the fall 1990 
visit to Champaign-Urbana by the Desford Colliery Caterpillar Band, a top-flight—and, of course, 
amateur—British brass band founded in 1898 and based in Coalville, Leicestershire, in the English 
Midlands,11 a town that formed and grew in the 1830s as a result of the British Industrial Revolution. 
                                               
9 Birdwell, email message to author, 12 November 2018. 
10 Image from Harry Begian Papers, 1926-1997 (series 12/9/25), Sousa Archives and Center for American Music, 
University of Illinois at Urbana-Champaign. 
11 “History,” on Desford Colliery Band website, accessed 19 August 2018, 
http://www.desfordcollieryband.co.uk/history.htm. In 2018, the ensemble is known as the Desford Colliery Band. 
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Although in earlier days the band comprised mostly miners,12 in the 1980s Coalville’s collieries 
closed, changing the employment patterns of the region.13 The American corporation Caterpillar 
established operations in Coalville in the 1950s14 and from 1989 to 1994 sponsored the Desford 
band.15 According to The British Bandsman, the tour’s highlight was “a visit to Caterpillar headquarters 
in Peoria, Illinois, on 5 October, for a guided tour of the plant and the chance to meet employees, 
some of whom have actually worked in the Desford Caterpillar plant in England.”16 
The University of Illinois British Brass Band served as host for the Desford band’s time in 
Champaign-Urbana; the visiting players stayed with Birdwell, other faculty members, and student 
band members, and the two groups shared social time before and after the band’s Smith Memorial 
Hall concert (Saturday, October 6).17 An article about the band’s performance in Pittsburgh on the 
same tour mentioned that the band members’ ages ranged from sixteen to thirty-four, averaging 
around twenty-two years of age.18 In his first year conducting the University of Illinois British Brass 
Band, Birdwell had focused on learning key elements of the ensemble’s musical identity (such as 
repertoire and sound); during the Desford Colliery visit, he connected with the British culture 
                                               
12 Ibid. 
13 “Coalville Timeline Panels,” on North West Leicestershire District Council website, accessed 14 October 2018, 
https://www.nwleics.gov.uk/pages/coalville_history_time_lines_exhibition. 
14 “Our Legacy,” on Caterpillar company website, accessed 14 October 2018, 
https://www.caterpillar.com/en/company/history/1950.html.  
15 Roy Newsome, The Modern Brass Band: From the 1930s to the New Millennium (Aldershot: Ashgate, 2006), 253. 
16 “Caterpillar Blazes Trail of Success in the USA,” from The British Bandsman, 10 November 1990, reprinted in The Brass 
Band Bridge 42-43 (November 1990/February 1991 combined issue): 12, http://www.nabba.org/pdf/bridge/042.pdf. 
17 A desire by band members to see the University of Illinois and visit the Sousa Museum (now the Sousa Archives and 
Center for American Music) apparently contributed to Champaign-Urbana being placed on the band’s itinerary. Joe 
Millas, “Top Brass from Britain,” The News-Gazette, October 1990. 
18 Pittsburgh concert repertoire included Philip Sparke’s Variations on an Enigma, Pantomime (a euphonium feature), and 
River City Serenade (dedicated by Sparke to Pittsburgh’s River City Brass Band); Harry James’s Trumpet Blues and Cantabile; 
Richards’s Disney Fantasy; Wagner’s Elsa’s Procession to the Cathedral; Glasnost by Dizzy Stratford—pseudonym of Dutch 
composer Jacob de Haan; Curnow’s Trittico; excerpts from Bernstein’s West Side Story; and several other works. The 
American coordinator of the concert reported that “late night discussions with James Watson produced a much greater 
understanding of how British brass bands operate, and we hope to profit from this knowledge.” Al Duerig, “Desford 
Colliery Caterpillar Band Visits Pittsburgh,” The Brass Band Bridge 42-43 (November 1990/February 1991 combined 
issue): 11, http://www.nabba.org/pdf/bridge/042.pdf. 
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behind the movement and understood the context in a richer way, describing the players as “100% 
British, 100% into the brass band lifestyle.”19 Many were also active in the Salvation Army. Birdwell 
reported that his learning experience talking with the Desford Colliery players, as well as hearing 
them perform, has stayed with him since that time.20 Birdwell left the University of Illinois in 1994 
to become Director of Bands at Utah State University.21 The 1990 Desford Colliery tour will enter 
this story again in Chapter 6. 
The band’s fourth conductor, Peter J. Griffin—a euphonium player—was not new to the 
British-style brass band; he had played in the University of Illinois British Brass Band as an 
undergraduate in the first two academic years that Curnow had conducted it, before leaving the 
University of Illinois campus for student teaching. Griffin mentioned that he and most of the other 
students in that first band were not familiar with the genre prior to their first rehearsal, but they 
welcomed the opportunity to play and quickly “got hooked,” most often by the challenging music 
and the chance to take on active roles in a small ensemble.22 When Griffin returned to the University 
of Illinois for his master’s degree, he played in the brass band under Hile for one season (1986-87), 
then under Birdwell for three seasons as a doctoral student (1990-1992). In fall 1990, Birdwell 
invited Griffin to conduct the group on selected numbers, which he proceeded to do in at least four 
concerts between 1990 and 1992.23 Griffin was seeking additional experiences as a conductor, and 
Birdwell states that this kind of opportunity-making was and continues to be important to him. 
Birdwell has continued to share podium time with students throughout his career, seeing it as a win-
                                               
19 Birdwell, conversation, 14 August 2018. 
20 Ibid. 
21 The 1991 founding of the Illinois Brass Band, based in northern Illinois and still an active band, was inspired by the 
Desford Colliery Caterpillar Band tour. “The Illinois Brass Band—Hitting All the Right Notes Since 1991,” on Illinois 
Brass Band website, accessed 5 October 2018, https://illinoisbrassband.org/history.html. 
22 Curnow recalled, “The kids got hooked on it, and I never had to recruit after that. The first year I started, it was like, 
‘Well, what’s a brass band?’ After that, it was just fantastic.” James Curnow, phone conversation with author, 11 June 
2018. 
23 See Appendix A for these dates and for names of other guest conductors. 
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win situation: student conductors gained valuable understanding, ensemble members learned by 
seeing a person with another perspective on the podium, and the group’s main conductor was able 
to listen in a different way. (Griffin did the same when he assumed leadership of the University of 
Illinois British Brass Band.)24 
Griffin appreciated this opportunity and through it tackled some of the challenges particular 
to conducting the brass band; he called it “a whole different ball game.” For example, the conductor 
might work from either a full or a condensed score, depending on the format that was available 
from a given music publisher. Both Griffin and Birdwell mentioned the new world, to them, of 
brass band score order—that is, the order in which the instrumental parts appear on the staves of 
the score (which differed from the disposition of parts in an American wind band score)—and the 
subsequent need to relearn where they were looking (both on the page and in the ensemble) and for 
what they were listening. Griffin pointed out that in many good brass band works, at some point 
every section, including percussion, would be highlighted, so the conductor had to be fluently 
familiar with every instrument, its score placement, and its role.25  
Griffin also customized a seating arrangement for the band, using a setup that he believed 
worked best for the ensemble at the time and “enhanced ability to listen better beyond one’s 
section.”26 As for the previous conductors, the row shape was curved. Left to right, the rows 
contained the following, identical to Birdwell’s usual setup except for the soprano cornet placement: 
Row One: E-flat soprano cornet, solo cornet, repiano cornet, flugelhorn, tenor horn 2-1 
Row Two: second cornet, third cornet, baritone 2, baritone 1, euphonium 2, euphonium 1, 
bass trombone, trombone 2, trombone 1 
                                               
24 Information in this paragraph from Peter J. Griffin, conversation with author, 13 July 2018; Birdwell, conversation, 14 
August 2018. 
25 Ibid.; Birdwell, conversation, 14 August 2018. 
26 Peter J. Griffin, email message to author, 13 November 2018. 
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Row three: percussion, B-flat and E-flat basses (later changed to C and F basses for 
intonation and somewhat darker sound)27 
Griffin taught at the University of Wisconsin from fall 1992 to spring 1994; he reported that 
when he returned to the University of Illinois as Assistant Director of Bands in fall 1994, he was 
very happy that leadership of the brass band came with that position. He commented that if 
responsibility for the brass band had not been bundled with the position, he still would have taken 
that podium if offered it.28  
 
Rehearsals and Recruitment  
As during Curnow’s tenure (from fall 1981 through spring 1985), after his departure the 
ensemble continued to rehearse in the band room at Harding Band Building. Through the Hile and 
Birdwell eras, a two-hour Thursday night rehearsal served the group’s needs. Hile mentioned that 
during his years as conductor, that slot worked well, without many conflicting performances or 
rehearsals, and that its position near the end of the academic week seemed conducive to student 
focus.29 By 1994, however, the Thursday-night rehearsal was proving problematic, with players 
missing brass band rehearsals in order to fulfill dress rehearsals and performances for other 
ensembles. Griffin recalled that scheduling was the biggest challenge he faced during his initial year. 
The first time all the members of the band were together was to perform the first concert; even the 
dress rehearsal did not achieve 100% attendance.30 Attempting to move away from schedule 
                                               
27 Ibid. 
28 Griffin, conversation, 13 July 2018. 
29 Hile, conversation, 14 August 2018. However, see also the next note. 
30 Griffin, conversation, 13 July 2018. On the recording of the March 10, 1989, University of Illinois British Brass Band 
performance, just before the first encore Hile can be heard to make the same remark—that the first time every player 
was present was at the concert. Both the March 1989 and November 1988 concert recordings show strong audience 
response and two encores each. 
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conflicts, under Griffin the band began rehearsing on Tuesday nights. This helped, but it did not 
solve another difficulty—that of the endurance of brass players throughout a demanding two-hour 
rehearsal. The rehearsal was thus split into two sessions, Monday and Wednesday afternoons for one 
hour each; Griffin said the change resulted in noticeably increased rehearsal effectiveness. Beginning 
in the 1995-96 academic year, the ensemble focused on meeting in the spring semester, rather than 
both fall and spring semesters. All the band’s conductors observed that students seemed to look 
forward to brass band rehearsals. Griffin commented that, regularly, all participants would be ready 
to begin playing before the official start time, and rehearsals would by group agreement commence 
early.31 Taken together, the conductors’ recollections of rehearsals seem to describe a group that 
always possessed a relatively short amount of weekly rehearsal time but that took ownership of the 
repertoire and the challenge and approached rehearsals with enthusiasm. 
Hile, Birdwell, and Griffin experienced similarities and a few slight differences in recruiting 
students for the ensemble. Always, the availability of any given student mattered; for example, an 
interested and qualified student might not be able to participate because rehearsal conflicted with a 
required course. (Often, however, if an already-participating ensemble member had to leave the 
group for a semester because of a schedule conflict, then when that conflict ended, the student 
chose to audition to return to the ensemble, according to Griffin.) While Hile and Griffin both had 
experience with the Urbana-Champaign campus and University of Illinois Bands prior to assuming 
conductorship of the brass band, and therefore had knowledge that helped them to identify and 
reach students who could qualify for and be interested in brass band membership, Birdwell was new 
to the university when he became conductor and thus needed to approach his work differently. As 
he began recruitment for the ensemble, he asked Bands and School of Music faculty to advise him 
                                               
31 Griffin, conversation, 13 July 2018. 
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about students, when possible and when necessary.32 Hile noted that a high percentage of players in 
the group during his tenure were graduate and upper-level undergraduate students, and that the 
ensemble had acquired a good reputation and membership during Curnow’s time, on which he was 
able to build. Griffin remarked that, throughout the band, the players recruited other players, and 
that once a student experienced a rehearsal, he or she usually committed to the group.33 
Percussion could be an area of challenge for recruiting. Fred Fairchild had helped Curnow to 
recruit percussionists. During Hile’s tenure, one percussionist who played with the brass band also 
worked with the marching and concert bands as a graduate assistant; he helped recruit percussionists 
from those groups to play for Hile’s brass band. Birdwell’s and Griffin’s approaches resembled each 
other; they ensured that one experienced percussionist was always present in the band, and this 
player then led and mentored other players, some of whom were non-percussionists, doubling, and 
some of whom had taken the percussion fundamentals class as music education students.34 
Two other areas of challenge in recruiting players seem to relate to the instruments 
themselves: tenor horn and E-flat soprano cornet. While each conductor reached what he felt was a 
good solution for the issues that were attached to these instruments, each approached the situation 
differently. First—the tenor horn, its line usually functioning between the cornets/flugelhorns and 
the baritones/euphoniums/trombones, uses a mouthpiece slightly larger than that of a French horn. 
Because of this and other differences (valves on tenor horns are piston instead of rotary, and the 
right hand works the valves instead of the left), French horn students are not always eager to try the 
instrument—nor are their professors always eager to let them—because they are concerned that the 
                                               
32 Throughout the band’s history, the ensemble comprised students majoring in music and those pursuing other majors, 
presenting an even playing field where anyone who committed to the work was welcome. 
33 Information in this paragraph from Griffin, conversation, 13 July 2018; Birdwell, conversation, 14 August 2018; Hile, 
conversation, 14 August 2018. 
34 Information in this paragraph from Griffin, conversation, 13 July 2018; Birdwell, conversation, 14 August 2018; Hile, 
conversation, 14 August 2018. 
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difference might cause difficulties for their French horn performance skills.35 Several of the tenor 
horn players in Hile’s bands had experience on the instrument in Salvation Army bands; another had 
played baritone in the Marching Illini and wanted to play tenor horn in brass band. Birdwell, 
encountering challenges in finding tenor horn players, helped fill the need by allowing French horn 
players to use their own mouthpieces, with adapters, on the tenor horns. Second—from the 
University of Illinois brass band’s beginning, as mentioned in Chapter 3, the E-flat soprano cornet in 
its inventory presented issues with intonation; it also could offer a challenge because University of 
Illinois players were unlikely to have encountered the instrument in other American ensembles, in 
which it very rarely makes an appearance. The level of performance on this instrument, which is the 
highest-pitched member of the ensemble and often plays an exposed line, can have the capacity to 
“make or break” a performance. At times, if difficulties were encountered, Birdwell would ask a 
player to use a piccolo trumpet, which changed the timbre somewhat but ensured the music was not 
compromised in terms of tuning or melodic accuracy. Griffin continued to face the same issue. 
After he discussed the situation with School of Music trumpet professor Michael Ewald, the band 
department purchased an E-flat trumpet with an extra-large bell, to provide an instrument that was 
more playable for the students but still fit with the timbre of the band.36  
All three conductors said they experienced support from the School of Music brass faculty, 
calling out individuals such as Ray Sasaki, Michael Tunnell, Robert Gray, Fritz Kaenzig, Michael 
                                               
35 Keene also commented on this difficulty. Keene, conversation, 14 November 2018. 
36 Information in this paragraph from Griffin, conversation, 13 July 2018; Birdwell, conversation, 14 August 2018; Hile, 
conversation, 14 August 2018. In the 1979 book Brass Bands in the 20th Century, Barrie Perrins wrote, “In some 
championship bands the soprano cornet has been replaced by an E-flat trumpet, resulting in greater ease of performance 
and improved sound penetrability plus enhancement of overall tonal texture.” Barrie Perrins, “Instrumental 
Developments,” in Violet and Geoffrey Brand, eds., Brass Bands in the 20th Century (Letchworth, Hertsfordshire: Egon 
Publishers Ltd., 1979), 41. 
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Ewald, Ronald Romm, and Mark Moore, two conductors noting especially Moore’s support, 
including presence at and positive feedback on concert performances.37  
 
Performances 
Other than the 1984 shared concert with the Salvation Army Chicago Staff Band and 
appearances on the School of Music Carol Concerts, the first known performance of the University 
of Illinois British Brass Band at Krannert Center was in May 1987, in the Tryon Festival Theatre.38 
Other known performances before that time occurred in Smith Memorial Hall’s Recital Hall; in the 
band room at Harding Band Building; on the road in Charleston, Ridge Farm, and Chicago (all in 
Illinois); and at Hessel Park and Faith United Methodist Church in Champaign.39 To many, a move 
to Krannert Center would have signaled a step “up,” to a facility built for public performance, which 
could accommodate larger audiences, with a staff focused on supporting these events, and so on. To 
others, it might have seemed a move away from the band’s origins in more intimate spaces such as 
the Band Building, and perhaps a diminishing of a more personal connection with the group that 
could be fostered by smaller venues. Set against this, the collaboration with Faith United Methodist 
Church and the Village Chorale—which involved shared concerts with a choral ensemble, taking 
place in 1986 and 1988—developed after a community member attended a University of Illinois 
                                               
37 Information in this paragraph from Griffin, conversation, 13 July 2018; Birdwell, conversation, 14 August 2018; Hile, 
conversation, 14 August 2018. Griffin commented that during his leadership of both brass band and marching band, he 
always, as conductor, tried to complement rather than contradict what the students were learning in their instrumental 
studios, regardless of whether the band was working on articulation, tone, or technique.  
38 Tryon Festival Theatre is the second-largest performance hall at Krannert Center for the Performing Arts, seating 
approximately 900 audience members. “Tryon Festival Theatre,” on Krannert Center for the Performing Arts website, 
accessed 20 August 2018, https://krannertcenter.com/about-center/our-venues/tryon-festival-theatre. 
39 See Appendix A. Hile and other members of the ensemble and audience have remarked that the Tryon Festival 
Theatre proved conducive to a good sound and good playing experience for brass. After May 1987, additional 
performance venues included Foellinger Auditorium, Allerton Park Sunken Gardens, and the various tour locations. 
Generally speaking, a small admission price would have been charged for concerts occurring at Krannert Center; at other 
venues such as Harding Band Building and Smith Recital Hall, admission would usually have been free. 
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British Brass Band performance and spoke with conductor Hile about working together. From 
October 1987, the band performed regularly (although not exclusively) in Krannert Center’s 
Foellinger Great Hall, often sharing concerts with another University of Illinois band in order to 
augment the audience for both ensembles. From 2003 to 2005, concerts included guest brass 
ensembles from Champaign and Urbana high schools. 
In eight different academic years between 1995-1996 and 2010-2011, the University of 
Illinois British Brass Band performed away from Urbana-Champaign, scheduling concert tours in 
Illinois to share its music with a wider audience—including with those who might not otherwise 
have been able to hear live performance of this caliber—and to support university student 
recruitment and alumni relations. Tours also gave the ensemble opportunity for additional 
performances and brought extra importance to each rehearsal with the knowledge that concerts 
were imminent. At most locations/organizations where the ensemble performed on tour, a contact 
relationship was already established; usually, the contact person was a University of Illinois alumnus. 
University of Illinois Bands financially supported the British Brass Band’s touring endeavors, with 
supplemental support occasionally provided by the organizations that were visited, including the 
Marion Civic Center, mentioned below.40 
Three of these tours were made with the University of Illinois Tuba-Euphonium Ensemble, 
under the direction of Mark Moore. Several of the players in the tuba-euphonium ensemble also 
played in the brass band, and as Moore stated about the two-group combination, “We all fit on one 
bus.”41 The first tour, a two-day outing in April 1996 with the tuba-euphonium ensemble, took the 
groups to southern Illinois for a public performance in the Marion Cultural and Civic Center and 
school-day concerts at Alton and O’Fallon high schools. A two-day Chicago-area tour in March 
                                               
40 Griffin, email, 13 November 2018. Peter J. Griffin Papers, 1910–2011, 12/9/29, Series 2, Box 2. 
41 Mark Moore, conversation with author, 5 June 2018. 
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1998 incorporated weekday performances at Neuqua Valley and Bartlett high schools, as well as an 
evening concert at the Arlington Park Hilton (in Arlington Heights), shared with the tuba-
euphonium ensemble and two high school bands. 1999 took both University of Illinois groups to 
Granite City High School for a weekday performance and to Macomb, where an evening concert 
was shared with the Macomb Brass Band.42 In Macomb, the groups shared a meal before the 
performance. Griffin remembers the performance as well attended, with audience members enjoying 
hearing how two different brass bands approached their music. Within a few years, The Macomb 
Brass Band had ceased operations; the band’s manager/librarian, Macomb music educator Joseph 
Goble, contacted Griffin to ask if the University of Illinois British Brass Band would benefit from 
receiving the Macomb band’s library. Griffin replied with enthusiasm, and the transfer was made.43 
Remaining tours saw performances in the Chicago area (Marian Catholic High School, Plainfield 
High School, John Hersey High School) and southern Illinois (McKendree College in Lebanon, and 
St. Paul United Church of Christ in Belleville). Performance repertoire usually reflected what the 
band would be playing in upcoming “home” performances on the University of Illinois campus, 
sometimes with additional works added for the tour (such as Malagueña and Amazing Grace). Printed 
performance programs clearly identified the band’s university affiliation and at times included the 
hometowns of the band’s members (as a tool for creating recognition, identity, and appeal in 
audience members) and contact information for the university’s undergraduate admissions office.44 
                                               
42 This tour was the last to include the University of Illinois Tuba-Euphonium Ensemble. Following the concert, the 
Macomb Brass Band’s manager/librarian, Joseph Goble, wrote to Griffin, enclosing a recording: “Again let me say what 
a true pleasure it was for us to host your group. We have received many favorable comments on the concert. I was 
particularly taken with the rich, warm sonority of your group and the precision in the tutti passages.” Goble also thanked 
Griffin for the band’s performance of a work Goble had written (KNUPhanfare). Goble to Griffin, 28 April 1999, Peter J. 
Griffin Papers, 1910–2011, 12/9/29, Series 2, Box 2. 
43 Griffin, conversation, 13 July 2018. 
44 Until at least the 1990s, performance programs for the University Bands wind bands listed student ensemble 
members’ hometowns. Programs for the March 1998 Chicago-area tour listed contact information for University Bands 
and for School of Music undergraduate admissions, with a block of text describing the scope and significance of the 
band program, emphasizing the involvement of non-music majors. 
 
 
 
 
88 
In materials given to band members before a 2002 tour (and perhaps others), Griffin noted as 
“General Trip Rule”: “Remember we are on this trip to share our music with those who do not get 
to hear such an ensemble and to represent University Bands and the University of Illinois. This is 
our top priority. Be at your best for this performance.”45 Through its statewide touring, the 
University of Illinois British Brass Band (often with the Tuba-Euphonium Ensemble) not only 
gained performance experience but also served as ambassadors and recruiters for the University of 
Illinois, a role that perhaps could be seen as similar to the ways in which a British brass band would 
serve as a representative of its town when competing or touring. 
Conductors Hile, Birdwell, and Griffin each reported that the ensemble was well received by 
audiences. Some audience members had heard a brass band before, whether in the US, Britain, or 
elsewhere; some had not, but lack of familiarity did not dampen responses. Birdwell noted that a 
shared concert—with another University of Illinois band, for example—brought new listeners to the 
ensemble. He believed that audiences enjoyed the ensemble because “The music is listener-friendly 
music. It’s full of good tunes and melodies, and it’s exciting. It’s high-fast-loud at times, and at other 
times it’s beautifully warm and lyrical. It’s the kind of music that’s going to appeal to audiences.”46  
University of Illinois Bands entered a time of transition in 2008, as James Keene retired and 
a search began for a new Director of Bands. The department operated under interim leadership until 
Robert Rumbelow was hired into the position in January 2010.47 
                                               
45 “University of Illinois British Brass Band, Performance at Chicagoland Invitational Concert Band Festival,” Peter J. 
Griffin Papers, 1910-2011, Series Number: 12/9/29, Series 2, Box 2, The Sousa Archives and Center for American 
Music at the University of Illinois. 
46 Information in this paragraph from Griffin, conversation, 13 July 2018; Birdwell, conversation, 14 August 2018; Hile, 
conversation, 14 August 2018. 
47 Rumbelow resigned from the university in August 2013, after which leadership again was on an interim basis. Stephen 
Peterson became Director of Bands in August 2015. 
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In 2011, Griffin left the University of Illinois to become Music Department Chair at 
Elmhurst College. At his last concert with the University of Illinois British Brass Band, on April 21, 
2011, Griffin and the band dedicated a work to the memory of Harry Begian, teacher of Curnow, 
Hile, and Griffin and catalyst for the ensemble’s existence, who passed away in July 2010.48 After 
Griffin’s departure, the ensemble remained unassigned to a conductor. The brass band continued to 
be listed on the University Bands website, but no more activity by the band took place.  
 
 
                                               
48 Griffin, conversation, 13 July 2018. 
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CHAPTER 5: REPERTOIRE 
Repertoire Needs and Solutions 
 The repertoire of a community-based brass band in nineteenth- or twentieth-century Britain 
would have reflected the multiple roles it played, perhaps including but not limited to participation 
in civic ceremonies and celebrations such as dedications and parades; holiday and church-related 
activities, such as processions and Christmas caroling; entertainments and competitions, including 
concerts and contests; social connection, both within the band and with non-members; and 
fulfillment as individuals and a group. Tradition played a significant role in many of these areas; 
repertoire also changed over time with the shifting roles and purposes of bands in British society.1  
 During its existence, the University of Illinois British Brass Band played some of the roles 
mentioned above, with repertoire appropriate to setting—for example, in at least eight years, it 
performed on the University of Illinois annual Carol Concert, both accompanying ensemble singing 
and also presenting works on its own in a prelude, postlude, or during the body of the program.2 In 
the mid-1980s, the band performed at least twice in a local church, again in a mixed program with a 
local choir and soloists.3 These collaborative, traditional settings would have been natural both to 
many brass bands in Britain and to many Salvation Army brass bands in Britain and the US. 
Simultaneously, in the 1980s the ensemble was in the vanguard of the nascent brass band movement 
in the United States, operating in an academic setting that was relatively new to the brass band genre. 
Taylor’s timeline of American collegiate brass bands listed the University of Illinois ensemble as the 
                                               
1 When the Desford Colliery Caterpillar Band performed at Smith Memorial Hall in 1990, a newspaper article stated, 
“Birdwell said the band’s program Saturday will consist of a variety of selections including marches, transcriptions of 
orchestral works for bands, original works for brass bands and ‘more modern-oriented music with popular melodies or 
melodies from Broadway shows.’” Joe Millas,“Top Brass from Britain,” The News-Gazette, October 1990. 
2 Printed programs document University of Illinois British Brass Band participation in the Carol Concert from 1986 
through 1994, except for 1989. The University of Illinois Wind Ensemble performed in 1984 and perhaps before. 
(Program for 1985 is missing.) The Wind Ensemble, conducted by Robert Gray, resided in the School of Music, not in 
University Bands.  
3 See Appendix A.  
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fourth British-style college/university brass band formed in the US.4 A description of University of 
Illinois band activity written around 1983 stated the school’s brass band “represents one of the 
newest and fastest growing trends in contemporary collegiate ensembles.”5 A separate document 
dating from approximately the same time broadly mentioned repertoire: “The band performs works 
from the extensive Standard British Brass Band repertoire as well as new works by both British and 
American Brass Band composers,”6 positioning the ensemble as both a keeper of tradition and an 
explorer of new ground. 
The University of Illinois British Brass Band also had as its charge the musical development 
of its members—and conductors—within a university setting. From 1984 forward, the University of 
Illinois course catalog listing for the brass band stated, “Maintains a complete British Brass Band 
instrumentation for the study and performance of all types of brass band literature.”7 This 
pedagogical role of the university’s brass band—which also, of course, applies to community-based 
brass bands, if in a different, perhaps less formal way—played out on multiple levels: students 
learned about the genre, the repertoire, the composers, the sound, the instruments, and the 
technique required to meet the demands of the repertoire. In addition, the group served as 
ambassador for the University of Illinois both in its Champaign-Urbana performances and as it 
performed through the state. Repertoire chosen needed both to engage and entertain audiences and 
provide meaningful educational experiences for students. At no time in its history did the ensemble 
compete, but, as will be shown below and as is true for many bands in Britain, repertoire written for 
                                               
4 Mark Amdahl Taylor, “British-Style Brass Bands in U.S. Colleges and Universities” (DMA diss., University of North 
Texas, 2016), 105. Taylor’s study documents 22 brass bands, not all of which are extant.  
5 University of Illinois Bands files [currently uncatalogued].  
6 “The University of Illinois British Brass Band,” University of Illinois Bands files [currently uncatalogued]. 
7 Time Tables, 1914– , 1926–97, Series Number: 25/3/804, University of Illinois Archives. This description is very 
similar to those in the catalog for the top concert bands, which used brass, woodwind, and percussion instrumentation. 
The printed course catalog for 1981–1983 did not contain the ensemble; it did appear in the 1984–1986 catalog. The 
prerequisite for the course was concurrent registration in one of the concert bands, and acceptance was by examination 
(“examination” later changed to “audition”). One hour of credit was given. 
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and/or used in competitions played a major role in the University of Illinois band’s body of work. In 
choosing repertoire, each conductor had to consider the setting, the potential audience, the 
performance length and purpose, with whom (if anyone) the stage was being shared, the players’ 
ability and stamina, the rehearsal schedule, and the educational goal.8 And of course, as for other 
brass bands, repertoire purchases or custom arrangements had to fit within the ensemble’s budget.  
As stated in Chapters 3 and 4, each conductor of the University of Illinois British Brass 
Band came to the ensemble with a different degree of brass band experience; each also had a 
different area of expertise that related to brass bands. For example, Curnow was already a 
recognized composer, and an arranger for brass band, wind band, and marching band; Hile was a 
proficient concert and marching band arranger. When the University of Illinois British Brass Band 
was formed, no modern British-style brass band library existed at the university, making conductors’ 
composition and arrangement skills particularly important. Curnow addressed the need to build a 
music collection in several ways. He programmed some of his own music (both compositions and 
arrangements), because he could get access to it right away. The first work on the first program, in 
fact, was a transcription by Curnow of Rimsky-Korsakov’s Procession of the Nobles—a work that would 
be performed at least four more times by the University of Illinois British Brass Band.9 Curnow also 
obtained music by permission of the Salvation Army Chicago Staff Band, through its conductor 
William Himes; Curnow would make a request, and Himes would mail the score and parts to 
Curnow for use by the university band. In addition, music was purchased from various sources.10 
                                               
8 In longer programs, Hile addressed the need for the brass band players to have some rest by incorporating percussion 
features into the concert. These works, played without the brass band, not only provided a break for the band members 
but also helped to interest percussionists in working with the group. James Hile, phone conversation with author, 14 
August 2018. 
9 For this study, in counting the instances in which a piece was performed, I have adapted the method used by Taylor in 
his 2016 dissertation: if a work was repeated within a semester, its performance count was not increased. Thus, for 
example, when the ensemble toured and repeated a program several times within a semester, performance counts were 
not increased for that repetition. 
10 James Curnow, phone conversation with author, 11 June 2018. 
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In Hile’s tenure as conductor, he used works from the library that had been developed by 
Curnow 1981–1985. Also, in order to expand the repertoire on the group’s low budget, he 
purchased music using his own funds and created his own transcriptions for the ensemble, such as 
Tchaikovsky’s Trepak, Tschesnokoff’s Salvation is Created, three movements from Verdi’s Requiem, 
and Britten’s Variations and Fugue on a Theme of Henry Purcell (“Young Person’s Guide to the 
Orchestra”).11 Hile and his successor, Birdwell—who were both new to brass bands—welcomed 
input from players who had knowledge of brass band repertoire, incorporating requested works into 
programs when practical and possible. Birdwell said that, upon his arrival in the position, one of his 
challenges was to learn what works the brass band’s library held, then determine which pieces would 
be appropriate and worthwhile in a body of literature that was unfamiliar to him. Along with seeking 
input from ensemble members, he obtained a catalog from one of the only US sources for British-
style brass band music—Purdy’s Brass Connection.12 Birdwell spoke with J. Perry Watson and also 
with Curnow to learn more about potential repertoire choices. In addition to purchasing music 
through Purdy’s, Birdwell also borrowed music from other American ensembles and placed some 
orders from overseas distributors.13 
Griffin reports that, while he was conductor of the band, he purchased a couple of works a 
year (occasionally more), sometimes paying for them himself, to use with the group. When Griffin 
was conducting the ensemble as a graduate student under Birdwell, he had begun to learn about the 
composers and arrangers of the repertoire. After he took leadership of the ensemble, he used 
various sources to keep up on repertoire, including European brass band journals and publishing 
                                               
11 In addition, at times Hile also transposed trombone parts from treble to bass clef, to save learning/rehearsal time for 
students who did not read treble clef. Hile, conversation, 14 August 2018. 
12 As mentioned in Chapter 2, Purdy’s Brass Connection was established by North American Brass Band Association 
founder J. Perry Watson and his wife, Frances Purdy Watson. 
13 Information in this paragraph from John Cody Birdwell, phone conversation with author, 14 August 2018; Hile, 
conversation, 14 August 2018. 
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lists, and programs that were being played in the United States by bands both inside and outside of 
the Salvation Army. When choosing repertoire, Griffin looked first at established arrangers and 
composers for brass band, as they were familiar with the demands of the genre and with the need of 
the players for periodic—even if short—breaks from playing. If Griffin was not familiar with the 
composer/arranger, he would study the score carefully before making a purchase, to ensure that this 
kind of structure was provided. Griffin mentioned the importance of contest pieces to the 
repertoire, because of their substantial content and the challenges they presented to all sections of 
the ensemble. Griffin positioned at least one work as a goal: in his first year, 1994-95, the band 
struggled, partly because of the difficulties with rehearsal time (described in Chapter 4). Griffin 
decided to set a challenge that, under his leadership, in five academic years (that is, by 1998-99) the 
group would be able to perform British composer Philip Sparke’s work The Year of the Dragon, a 
virtuosic three-movement suite that was commissioned by the Cory Band for its centenary and 
premiered in 1984.14 This goal was met one year early, in spring 1998. Griffin noted this as a 
milestone for the band, as after that, the question was not whether the ensemble could handle a 
given work, but rather a matter of choosing what work they most wanted to play—thus when the 
group was faced with an impossible-looking piece, the question changed from “Will we be able to 
play this?” to “Ok, when do you need this?”15 
 
 
 
                                               
14 Sparke said of the work, “At the time I wrote The Year of the Dragon, Cory had won two successive National Finals and 
I set out to write a virtuoso piece to display the talents of this remarkable band to the full.” “The Year of the Dragon,” 
on Philip Sparke’s website, accessed 11 October 2018, http://www.philipsparke.com/year_of_the_dragon%20BB.htm. 
For more on the Cory Band, see Chapter 6. This was also the work with which Desford Colliery Caterpillar Band—who 
performed in Champaign-Urbana in 1990—won the 1986 European Brass Band Championships.  
15 Information in this paragraph from Peter J. Griffin, phone conversation with author, 13 July 2018. 
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Repertoire Analysis: A Sampling over Thirty Years 
In order to document and analyze the repertoire performed by the University of Illinois 
British Brass Band, information was compiled from printed concert programs, newspaper accounts, 
recordings of performances, editions of The Brass Band Bridge, scheduling records, contemporary 
correspondence, and correspondence with the group’s four past conductors. Material used is held by 
University of Illinois Bands, The Sousa Archives and Center for American Music, Krannert Center 
for the Performing Arts, the University of Illinois Library, and private individuals. While research 
has been as thorough as possible, and repertoire has been found for almost every known 
performance date, more information could come to light in the future.16  
On the first concert by the University of Illinois British Brass Band (November 15, 1981), 
eight works were performed by the brass band (see Table 3), split into two sections of four works 
each, with the band opening and closing the concert and the Clarinet Choir performing in-between. 
The first work, Procession of the Nobles, begins with a unison cornet fanfare that then splits into divisi 
and incorporates multiple voices and percussion before breaking into the procession-march. The last 
work, Connotations, is specifically marked on the printed program as a test piece for the British 
national championships. While it is unclear how many audience members would have been familiar 
with the phrase “test piece for the British national championships,” those who had experience with 
British-style brass bands would have recognized this as indicating a very demanding work for every 
section of the band. Connotations, in fact, was commissioned for the 1977 National Brass Band 
Championship from Gregson, who was at age 32 the youngest composer so charged.17 Thus, the 
                                               
16 95 performance dates are known. Repertoire—either a specific program or a list of works from which the program 
was chosen and announced—is known for 84 of these dates. See Appendix A for further information. 
17 Paul Hindmarsh’s program note for the work includes the following: “As Gregson has written, ‘Connotations suggests 
more than one way of looking at something, an idea, and this is exactly what the piece is about.’ Writing a competition 
piece brought its own problems. ‘It has to be technically difficult and yet musically satisfying. I didn’t like being kept to 
an eleven-minute maximum. The inclusion of short cadenzas for less usual solo instruments seems to signify a certain 
 
 
 
 
96 
beginning of the concert announced the new band’s presence with a fanfare, and the closing work 
positioned it as engaging with core, recent, challenging British contest repertoire. Four of the other 
works were written specifically for brass band (composers Himes, Mathias, Arnold, Gregson), and 
four were transcriptions from other genres (composers Rimsky-Korsakov, Mozart, Grieg, and 
Elgar). Composition years spanned three centuries, with composition dates of 1786; 1880, 1890, and 
1899; and 1967, 1977, 1978, and ca. 1981. All four twentieth-century works were brass band 
compositions rather than transcriptions. 
Table 3. November 15, 1981, University of Illinois British Brass Band concert, in program order 
Work Composer Composer 
nationality 
Written for 
brass band, 
or 
transcription 
Arranger and 
arranger 
nationality 
Year 
composed 
 
Procession 
of the 
Nobles 
Rimsky-
Korsakov Russian Transcription Curnow, American 1890 
Overture to 
The Marriage 
of Figaro Mozart Austrian Transcription Hazelgrove, British 1786 
The Last 
Spring Grieg Norwegian Transcription 
Steadman-Allen, 
British 1880 
March 
Bravura Himes American Brass band NA ca. 1981 
Vivat Regina Mathias British Brass band NA 1978 
Galop from 
Little Suite 
No. 2 Arnold British Brass band NA 1967 
Variations on 
an Original 
Theme, Op. 
36 (1899):  
IV. Nimrod Elgar British Transcription Goffin, British 1899 
Connotations Gregson British Brass band NA 1977 
                                               
test-piece mentality.’ Gregson solved the problems admirably by adopting a symphonic approach to variation form: 
Introduction—fanfares, a call to attention, in effect Variation 1; Theme—a six-note motif, given a lyrical and restrained first 
statement; Variation 2—a delicate toccata; Variation 3—typically robust in melody and rhythm; Variation 4—lyrical solos; 
Variation 5—a scherzo; Variation 6—cadenzas; Variations 7-9—an introduction, fugato and resounding restatement of 
the theme.” Paul Hindmarsh, “Connotations,” on Edward Gregson’s website, accessed 20 September 2018, 
https://edwardgregson.com/works/connotations.  
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On the first half of the program, transcriptions predominated (three of four works), and on 
the second half, pieces written for brass band did so (three of four works). The four works by 
British composers were on the last half of the concert. (Mathias wrote Vivat Regina on commission 
to celebrate Queen Elizabeth of England’s Silver Jubilee in 1977.18) Collectively, the works represent 
a program possessed of variety—in time period, style, and composition length—and a high degree 
of musical challenge, performed after only a few rehearsals.19 The performance recording, held by 
the Sousa Archives and Center for American Music at the University of Illinois, documents a highly 
capable ensemble covering a remarkable quantity and quality of music for the amount of rehearsal, 
and doing so not perfectly at every moment but with great facility, verve, and style. 
 Curnow recalled that the concert planning and preparation—including obtaining music—
took place in a short span of time, by necessity. For repertoire, he had provided his own 
arrangement of Procession of the Nobles; William Himes and Salvation Army Chicago Staff Band lent 
music for March Bravura, Vivat Regina, Galop from Little Suite No. 2, and Connotations; and the Variations 
on an Original Theme, The Last Spring, and Overture to The Marriage of Figaro were purchased very 
quickly.20 The only work on the program that Curnow had previously conducted was Procession of the 
Nobles; he reported that he might have performed others as a player in Salvation Army bands or 
heard them on recordings.21  
                                               
18 Jim Samson, review of Mathias, Vivat Regina, Music & Letters 62, no. 2 (April 1981): 242. Samson’s opinion was that, 
“We must be grateful for any music which keeps our leading brass bands away from grotesque transcriptions of 
Mendelssohn and Berlioz overtures and the like. There is something to be said too for Mathias’s respect for traditional 
groupings within the brass band medium, as opposed to the approach of Birtwistle or Payne, who treat it as a reservoir 
from which an infinite variety of timbral combinations might be drawn.” 
19 Looking back on the program during correspondence regarding this dissertation, Curnow said, “I can’t believe I 
programmed this difficult of a program for the first concert in NOVEMBER! We only had a few rehearsals prior to the 
concert so one can see how good they were.” James Curnow, email message to author, September 5, 2018. As part of 
this project, the recording of the November 15, 1981, concert has been digitized for preservation and access through the 
University Archives. See Appendix D for further information. 
20 Curnow believed these might have been purchased from an American music dealer but was not certain. James 
Curnow, email message to author, 5 September 2018. 
21 Ibid. 
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From 1981 through 2011, the University of Illinois British Brass Band presented at least 95 
performances. Looking at programs in approximately five-year intervals past the first concert allows 
us to sample programming trends. The next example comes from 1986—December 11, in Smith 
Recital Hall, conducted by Hile. The concert featured only the brass band, and it was performed 
with an intermission; for the repertoire, see Table 4.  
Table 4. December 11, 1986, University of Illinois British Brass Band concert, in program order 
Work Composer Composer 
nationality 
Written for 
brass band, 
or 
transcription 
Arranger 
and arranger 
nationality 
Year 
composed 
Celebration: 
Fantasia for 
Brass Band 
I. Festival 
Prelude 
IV. March Ball British Brass band NA 1971 
Dance of the 
Tumblers 
Rimsky-
Korsakov Russian Transcription 
Ashmore, 
British 1881 
Petite Suite de 
Ballet22 
I. Parade 
II. Menuet 
III. Pas seul 
IV. Ensemble Ball British Brass band NA 1949 
Intrada for 
Brass Band Gregson British Brass band NA 1972 
Variations on 
an Original 
Theme, Op. 
36 (1899) 
IV. Nimrod Elgar British Transcription 
Goffin, 
British 1899 
The Planets 
I. Mars, the 
Bringer of 
War Holst British Transcription 
Huckridge, 
British 1914 
 
                                               
22 The standard movement order is I. Parade, II. Pas seul, III. Menuet, IV. Ensemble. The order here reflects the printed 
program; it is not known whether this order listed was an error in the program or actually reflects performance order. 
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 Three composers featured on this 1986 program were also on the 1981 program: Rimsky-
Korsakov, Gregson, and Elgar. All three composers are among those whose works were most 
performed by the ensemble throughout its history, along with Dean Goffin, arranger of “Nimrod” 
from Elgar’s Variations—which was one of the works most frequently performed by the band (see 
Tables 11, 12, and 18). Like the first concert, this performance was again split evenly between works 
written for brass band and transcriptions (three of each). The short work Dance of the Tumblers could 
have been familiar to many audience members and would have showcased the band’s technique in 
its fast (potentially blazingly fast) passages, as well as the band’s varied colors through its soli 
features and tutti passages. The combination of this piece with Ball’s Petite Suite de Ballet and 
Gregson’s Intrada provided a core presence of works incorporating dance-like and martial rhythms 
and connoting movement, albeit through different musical gestures. After the constantly building—
but simultaneously restrained—intensity of the Elgar, Holst’s “Mars” would have brought the 
concert to a crashing close. Composers and arrangers represented on this concert were almost all 
British (with Rimsky-Korsakov the only exception), and the oldest piece was written in 1881, about 
one hundred years later than the oldest work on the 1981 concert.  
On November 10, 1991, at Smith Memorial Hall, the brass band shared a concert with the 
clarinet choir, under the direction of Margaret Donaghue. By this time, University Bands had 
become part of the School of Music; presenters are noted as “The School of Music and University 
Bands.” The printed program demonstrates the new capabilities of desktop publishing, offering 
multiple fonts and type treatments. J. Cody Birdwell conducted the brass band, assisted by graduate 
student Peter J. Griffin, who would become the ensemble’s leader in 1994. The clarinet choir 
performed first—four works—and the brass band second—also four works—as shown in Table 5.  
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Table 5. November 10, 1991, University of Illinois British Brass Band concert, in program order 
Work Composer Composer 
nationality 
Written for 
brass band, 
or 
transcription 
Arranger and 
arranger 
nationality 
Year 
composed 
Chequerboard Langford British Brass band NA 1980 
Connotations Gregson British Brass band NA 1977 
Fantasy on 
British Sea 
Songs Langford British Brass band NA 1980 
Barn Dance 
and Cowboy 
Hymn Sparke British Brass band NA 1982 
 
This program differs from previous examples in the number of works presented (the least so 
far), and in that all of the compositions were written for brass band, all were by British composers, 
and all were composed within a relatively recent, five-year time span. Composer Gregson represents 
continuity from both previous sample programs. Two of the four works are by British composer 
Gordon Langford, who also helped create the sound and style of the a cappella vocal group The 
King’s Singers, composed for the BBC, worked in London’s West End musical theatre scene, and 
arranged John Williams’s score for the American film Raiders of the Lost Ark.23 His Chequerboard 
march, which opens with a fanfare, would have started the concert on a triumphant note, with a 
flavor somewhat reminiscent of British composer William Walton’s Crown Imperial march. Langford’s 
Fantasy on British Sea Songs, a medley of several well-known British tunes, includes just before its 
ending a very short quotation from the 1927 American musical theatre song “Ol’ Man River” by 
Jerome Kern and Oscar Hammerstein. New in this grouping is British composer Philip Sparke, with 
                                               
23 “Obituary: Gordon Langford,” The Times (London), 1 May 2017, accessed 14 October 2018, 
https://www.thetimes.co.uk/article/gordon-langford-bg3pm23ng; “Obituary: Gordon Langford, Composer of the Test 
Card Music,” The Telegraph, 1 May 2017, accessed 14 October 2018, 
https://www.telegraph.co.uk/obituaries/2017/05/01/gordon-langford-composer-test-card-music-obituary/. 
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a short (four-minute) work on an American theme (Barn Dance and Cowboy Hymn)—a mashup of 
traditional American tunes, metrically and rhythmically altered, as dancing and hymn-singing joust 
with each other for prominence. 
 On April 25, 1996, conductor Peter J. Griffin led the University of Illinois British Brass 
Band in concert in the Foellinger Great Hall (Krannert Center), the venue in which all of its regular 
home concerts were performed from 1990 to 2011 (see Table 6). The program lists the presenter as 
the School of Music, in its centenary season. The evening was split with University of Illinois 
Concert Band I, conducted by Kenneth Steinsultz. 
  
 
 
 
 
102 
Table 6. April 25, 1996, University of Illinois British Brass Band concert, in program order24 
Work Composer Composer 
nationality 
Written for 
brass band, 
or 
transcription 
Arranger 
and arranger 
nationality 
Year 
composed 
Music from 
the 
Elizabethan 
Court: I.  
The Earle of 
Oxford’s 
March Byrd British Transcription 
Howarth, 
British ca. late 1500s 
Sinfonietta 
for Brass 
Band: I. 
Allegro, ma 
non troppo 
III. Allegro 
Vivo  Langford British Brass band NA 1975 
Shenandoah 
(euphonium 
solo) Traditional 
Trad. 
American Transcription 
Bulla, 
American ca. mid-1800s 
Little Suite 
No. 1 for 
Brass Band, 
Opus 80 
(Prelude, 
Siciliano, 
Rondo) Arnold British Brass band NA 1963 
Music from 
the 
Elizabethan 
Court: IV. 
The King’s 
Hunting Jig25 Bull British Transcription 
Howarth, 
British ca. late 1500s 
 
 British composers again predominate, as in the 1986 and 1991 samples, and Langford’s 
music is featured, as on the previous sample program. In this concert, in contrast to the 1991 
                                               
24 For the brass band’s tour in mid-April 1996, to this program were added the options of Amazing Grace and Malagueña; 
each tour performance program was selected from the full list of works. 
25 The first and last works were taken from the same suite. Because they were treated as separate works on the concert, 
they are also treated separately in the table. 
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sample, the majority of works are transcriptions (three of five). The span in which the works were 
written has expanded from the last sample, from the 1500s to the late 1900s, with the newest work 
composed in 1975. For the first time in these sample programs (although not in the history of the 
ensemble), a “feature” appears—a work in which one or more members of the ensemble are 
featured as soloists with the band. In this case, the featured soloist was Kenneth Steinsultz (who also 
conducted the concert band on this shared program) on Stephen Bulla’s rhapsodic arrangement of 
Shenandoah. Langford’s Sinfonietta features mixed meter, dynamic contrasts, solo features, and striking 
pizzicato-style note repetitions in its closing movement, and the work overall conveys a sense of 
joviality. Malcolm Arnold’s Little Suite No. 1 moves from an opening fanfare, through a wistful 
Siciliano, to an exuberant Rondo. The concert opened with the drum and brass fanfare of The Earle 
of Oxford’s March, and it closed with another piece of Elizabethan-era music, with florid 
ornamentation, from the same twentieth-century compilation. 
 Because Griffin remained the band’s conductor until 2011, in the next three programs we 
see a small sample of his programming choices over fifteen years. The April 29, 2001, program 
shown in Table 7 took place in Foellinger Great Hall and was again split with Concert Band 1, 
conducted by Steinsultz. This is the first sample program in which we have evidence that program 
notes were provided for the brass band compositions; the notes were unattributed.26 As in 1996, the 
brass band performed first, followed by an intermission, after which the concert band performed. 
  
                                               
26 In total, programs for five of the known performances (Appendix A) contained program notes: 2 December 1987, 17 
March 1988, 4 December 1990, 26 April 1994, and 26 April 2000. In every case, program note authorship was 
unattributed. 
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Table 7. April 29, 2001, University of Illinois British Brass Band concert, in program order 
Work Composer Composer 
nationality 
Written for 
brass band, 
or 
transcription 
Arranger and 
arranger 
nationality 
Year 
composed 
Petite Suite de 
Ballet  Ball British Brass band NA 1949 
Irish Tune 
from County 
Derry Grainger Australian Transcription 
Wright, D.; 
British 1911 
The Great 
Revival Gordon American Brass band NA 198727 
Four Cornish 
Dances Arnold British Transcription Farr, British 1966 
Circius  
Aagard-
Nilsen Norwegian Brass band NA 1988 
Diogenes  De Haan Dutch Brass band NA 1995 
 
 In this program, the nationality of composers widens from previous samples, with four 
countries of origin represented, a higher number than in any sample program since the first example 
from 1981. A major difference from the first concert, however, is that the pieces by the non-
British/non-American composers are late-twentieth-century works written for brass band and are 
not transcribed compositions, as in the first concert. Norwegian composer Aagard-Nilsen notes that 
Circius marked his first composition to be performed outside of Norway.28 Tonally and stylistically, 
this work is the most adventurous to appear so far in these samples. De Haan’s Diogenes is the 
newest work but is somewhat more traditional (if also epic) in its approach to its program 
representing three stories about the Greek philosopher Diogenes (died ca. 320 BCE). 
 On April 26, 2006, the brass band performed under conductor Peter J. Griffin in Foellinger 
Great Hall at Krannert Center. The performance was shared with the University of Illinois Clarinet 
                                               
27 William Gordon, email message to author, 17 September 2018. Gordon noted that the work was composed in 1987 
and published in about 1990. 
28 “Circius,” on Torstein Aagard-Nilsen’s website, accessed 18 September 2018, 
https://www.torsteinaagaardnilsen.no/index.php/list-of-works/brass-band/item/circius. 
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Choir (first half of program), with Useon Choi conducting. The brass band presented five works, 
detailed in Table 8.  
Table 8. April 26, 2006, University of Illinois British Brass Band concert, in program order 
Work Composer Composer 
nationality 
Written for 
brass band, 
or 
transcription 
Arranger and 
arranger 
nationality 
Year 
composed 
Gaudete!  Norbury British Brass band NA 199829 
Day of the 
Dragon Graham British Brass band NA 2004 
Chequerboard Langford British Brass band NA 1980 
Trio con Brio 
(tenor horn 
feature) Langford British Brass band NA ca. 1992 
Slavonic 
Rhapsody 
No. 2, Op. 
269  Friedemann  German Transcription 
Wright, D.; 
British ca. 1932 
 
Four of the five works were written for brass band; those four were all written by British 
composers, and two are considered high-level contest pieces or major works (Day of the Dragon and 
Chequerboard). The concert opened with Norbury’s overture on sixteenth-century English carols, 
which begins with a muffled gong and wind chimes. Scottish composer Peter Graham appears for 
the first time in these tables, with a work only two years old—a more recent composition than most 
of the works in these sampled concerts. Graham studied composition with Edward Gregson, resided 
in the United States in the early 1980s, retired from teaching composition at the University of 
Salford, and was the first non-American winner of the American Bandmasters Association 
Sousa/Ostwald composition contest (2002, for Harrison’s Dream for wind band).30 Day of the Dragon, 
                                               
29 Composition year found at “Salvation Army Sheet Music,” on Internet Bandsman’s Everything Within website, 
accessed 22 October 2018, http://www.ibew.org.uk/index.htm. 
30 Peter Graham’s own music publishing site states the work was commissioned by Boosey & Hawkes for the 
Millennium National Brass Band Championships of Great Britain and was premiered October 21, 2000, at London’s 
Royal Albert Hall. The American Bandmasters Association Sousa/Ostwald award site credits the United States Air Force 
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commissioned by the Welsh Amateur Music Federation, incorporates Welsh folk songs and employs 
a more conservative compositional style than does Harrison’s Dream. The Continental European 
composer on the program, Friedemann, is presented through transcription. 
On April 21, 2011, the brass band performed its last concert before its hiatus, under Griffin, 
in Foellinger Great Hall (see Table 9). The performance was shared with the University of Illinois 
Wind Orchestra, with Linda Moorhouse conducting; the Wind Orchestra opened the concert.  
Table 9. April 21, 2011, University of Illinois British Brass Band concert, in program order 
Work Composer Composer 
nationality 
Written for 
brass band, 
or 
transcription 
Arranger and 
arranger 
nationality 
Year 
composed 
Symphony of 
Thanksgiving  Goffin British Brass band NA 1951 
Rhapsody on 
British Sea 
Shanties  Osgood British Brass band NA ca. 1977 
Irish Tune 
from County 
Derry Grainger Australian Transcription 
Wright, D; 
British; ed. by 
Jim Gray 1911 
Slavonic 
Rhapsody 
No. 2, Op. 
269  Friedemann  German Transcription 
Wright, D.; 
British ca. 1932 
 
                                               
Band as the commissioning body. It appears the Air Force Band’s commission, and in effect the composition prize, was 
for the transcription from brass band to wind band, but attention is not called to this circumstance on the composition 
contest website or many other sites where the work is mentioned. We cannot know the reason for this but one could 
perhaps surmise a reluctance to call attention to another genre (particularly brass band?) as the source for the work. 
James Curnow was a two-time winner of the Sousa/ABA/Ostwald award, in 1980 for Mutanza and in 1984 for Symphonic 
Variants for Euphonium and Band. “Composer’s Note,” on Gramercy Music website, accessed 29 October 2018, 
https://www.gramercymusic.com/harr1.htm; “Peter Graham,” on University of Maryland Libraries website, accessed 29 
October 2018, https://www.lib.umd.edu/ostwald/winners/2001-present/peter-graham; “Winners of the 
Sousa/ABA/Ostwald Award,” on University of Maryland Libraries website, accessed 29 October 2018, 
https://www.lib.umd.edu/ostwald/winners/highlights; Brian MacDonald Shelton, “Transcribing from Brass Band to 
Wind Band: A Comparison of Approaches and Methods and Subsequent Transcription of ‘Gypsy Dream’ by Peter 
Graham,” (DMA diss., University of Arizona, 2010), 20, 32. 
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As in two of the previous sample programs (1991 and 2001), all the works were composed in 
the twentieth century, three of the four before about mid-century. Three of the composers were 
British, half the works were transcriptions, and the closing piece was the same as in the 2006 
sample—Friedemann’s Slavonic Rhapsody No. 2, which opens with a foreboding homorhythmic 
chordal section and moves into a quick, florid, syncopated dance-like section punctuated by a cornet 
cadenza. The concert opened with Goffin’s approximately ten-minute Symphony of Thanksgiving, 
written for the 1951 sixtieth anniversary of the founding of London’s Salvation Army International 
Staff Band; the work features the hymn tune Praise, My Soul, the King of Heaven.31 
While these slices of programming do not provide the entire repertoire of the band—see 
Appendix B for a listing of the almost 150 known works performed—they do reveal some 
characteristics of the sound world its members and audiences encountered. Broadly speaking, most 
of the compositions are tonally based, using conventional European/western musical language. 
Many of the works are “tuneful,” with recognizable, repeatable melodies, and some—such as 
Mathias’s Vivat Regina and Langford’s Sinfonietta—use mixed meter to create buoyancy and interest. 
Much of the repertoire is also programmatic to some extent, with titles referring to, or content 
portraying, a character, place, or occasion. Particularly British musical material is represented in 
several of the pieces, whether through the use of traditional song melodies in Day of the Dragon 
(Graham), Irish Tune from County Derry, and the two works built around British sea songs (by 
Langford and Osgood); in the use of sixteenth-century tunes in Music from the Elizabethan Court (arr. 
Howarth); or by the evocation of a British landscape such as is found in Arnold’s Four Cornish 
Dances. On the other hand, an idea of North America is conjured up through the sounds of Barn 
Dance and Cowboy Hymn and The Great Revival—both of which portray spirited “frontier” gatherings—
                                               
31 “A Symphony of Thanksgiving,” SA Bandsman 82 (March 2018): 11, http://enfieldband.org.uk/wp-
content/uploads/2018/04/Jim-Williams-feature.pdf. 
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and Shenandoah. Some of the compositions, while containing valid musical material, also clearly 
intend an aspect of fun, such as Arnold’s Galop or Langford’s Trio con Brio, which features three 
tenor horns in a medley of widely known Italian opera arias; the work is also called The Three Tenors 
Fantasy. Besides the second movement of Arnold’s Four Cornish Dances, which is highly chromatic 
and impressionistic, perhaps the work with the least conservative tonal language is Aagaard-Nilsen’s 
Circius, although it also straightforwardly incorporates a “folksong-like tune” by Norwegian 
composer Elling.32  
Table 10 shows the composers whose works were most performed in this periodic sampling 
of the band’s thirty years of programming. 
  
                                               
32 “Circius,” on Torstein Aagaard-Nilsen’s website, accessed 15 October 2018, 
https://www.torsteinaagaardnilsen.no/index.php/list-of-works/brass-band/item/circius. Aagard-Nilsen’s biographical 
sketch states that, “His music is direct and impulsive. Sometimes narrative, sometimes occupied by visual aspects, like 
experience of nature. Harmony and melody are treated merely like objects, which gives a certain freedom regarding 
tonality and timbre.” “Curriculum Vitae,” on Aagaard-Nilsen’s website, accessed 15 October 2018, 
https://www.torsteinaagaardnilsen.no/index.php/cv. Aagaard-Nilsen claims as influences “Bartók, Schoenberg, 
Lutoslawski, Ligeti, Messiaen, Birtwistle (all fantastic composers!), Magnus Lindberg (from Finland), and others to [sic] 
numerous to mention.” Chris Thomas, “Interview: Torstein Aagard-Nilsen,” on 4barsrest website, accessed 15 October 
2018, http://www.4barsrest.com/articles/2009/art986.asp.  
 
 
 
 
109 
Table 10. Composers appearing most frequently in the programming samples above as composers, by 
frequency then alpha order33 
Composer Nation-
ality 
Work name 
(times 
performed) 
Work name 
(times per-
formed) 
Work 
name 
(times 
per-
formed) 
Work 
name 
(times 
per-
formed) 
Brass band/ 
transcription 
information 
Total  
perfor-
mances 
of 
works 
by this 
com-
poser 
Langford, 
Gordon 
(1930-2017) British 
Chequerboard 
(2) 
Fantasy on 
British Sea 
Songs 
(1) 
Sinfonietta 
for Brass 
Band 
(1) 
Trio con 
Brio 
(1) 
4 original 
0 transcription 5 
Arnold, 
Malcolm 
(1921-2006) British 
Little Suite No. 
2 for Brass 
Band, Op. 93: 
Galop 
(1) 
Little Suite No. 
1 for Brass 
Band, Op. 80 
(1) 
Four 
Cornish 
Dances 
(1)  
2 original 
1 transcription 3 
Ball, Eric 
(1903-1989) British  
Petite Suite de 
Ballet (2) 
Celebration: 
Fantasia for 
Brass Band (1)   2 original 3 
Gregson, 
Edward (b. 
1945) British 
Connotations 
(2) 
Intrada 
(1)   
2 original 
0 transcription 3 
 
Repertoire Analysis: Composers, and a National Comparison 
While this “slice” approach allows a quick and effective look into the programming of the 
ensemble over time, it is also possible to consider certain aspects of the band’s full programming 
history, 1981–2011. In counting the instances in which a piece was performed, I adapted the method 
used by Taylor in his 2016 dissertation: if a work was repeated within a semester, its performance 
count was not increased. Thus, for example, when the ensemble toured and repeated a program 
several times within a semester, performance counts were not increased for that repetition. This 
practice allows a more representative picture of repertoire, considering that some semesters 
contained touring and multiple repetitions of repertoire, and some did not. It also reflects the 
number of times students engaged with the learning of a work, rather than focusing primarily on 
                                               
33 For multi-movement works, not all movements were performed at every concert. 
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performance counts.34 Tables 11 and 12 detail the most frequently performed composers during 
these three decades. 
Table 11. Composers whose works—either for brass band or in transcription—were performed 
most frequently, 1981-2011, sorted by number of times their works were performed 
Composer Nationality Number of 
Works  
(as composer, 
not arranger) 
Number of Times 
Performed 
1981-2011 
Langford, Gordon (1930-2017) British 8 22 
Sparke, Philip (b. 1951) British 7 19 
Gregson, Edward (b. 1945) British 8 18 
Rimsky-Korsakov, Nikolai (1844-1908) Russian 3 10 
Curnow, James (b. 1943) American 4 9 
Arnold, Malcolm (1921-2006) British 5 8 
Elgar, Edward (1857-1934) British 2 8 
Holst, Gustav (1874-1934) British 4 7 
Ball, Eric (1903-1989) British 4 6 
Mathias, William (1934-1992) British 1 6 
Goffin, Dean (1916-1984) New Zealander 3 5 
Grainger (1882-1961) Australian 2 5 
 
Table 12. Composers whose works—either for brass band or in transcription—were performed 
most frequently, 1981-2011, sorted by number of their works that were performed 
Composer Nationality Number of 
Works  
(as 
composer, 
not arranger) 
Number of Times 
Performed 
1981-2011 
Gregson, Edward (b. 1945) British 8 18 
Langford, Gordon (1930-2017) British 8 22 
Sparke, Philip (b. 1951) British 7 19 
Arnold, Malcolm (1921-2006) British 5 8 
Ball, Eric (1903-1989) British 4 6 
Curnow, James (b. 1943) American 4 9 
Holst, Gustav (1874-1934) British 4 7 
Goffin, Dean (1916-1984) New Zealander 3 5 
Rimsky-Korsakov, Nikolai (1844-1908) Russian 3 10 
Elgar, Edward (1857-1934) British 2 8 
Grainger (1882-1961) Australian 2 5 
Mathias, William (1934-1992) British 1 6 
 
 
 
                                               
34 M. Taylor, “British-Style Brass Bands in U.S. Colleges and Universities,” 110. According to Taylor (106), no study 
prior to his had examined the performance repertoire of American brass bands. 
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These figures indicate the presence of a repertoire centered strongly, but not exclusively, on 
British works from around the middle to late twentieth century, and by composers well known 
within the brass band world. Perhaps the repetition of composers and works illustrated in Tables 11 
and 12 indicates the wish to introduce successive generations of students to core and enduring brass 
band repertoire. No similar study of another collegiate brass band’s repertoire exists to allow us to 
examine how University of Illinois British Brass Band practices compared with those of their peers. 
Taylor (2016) analyzed repertoire lists submitted by ten US collegiate brass bands. Eight of 
these bands were active at the time of Taylor’s study; two had ceased operations.35 (University of 
Illinois British Brass Band repertoire was not included in the study.) The performance period of the 
material submitted varied according to the years of the bands’ existence. 733 works were compiled in 
Taylor’s master list.  
Taylor’s analysis of the composers with the most number of works performed shows similarities 
to and differences from the Illinois list (see Table 13). 
Table 13: Taylor’s US collegiate brass band study: composers with most works in repertoire list, with 
Reagan’s analysis of University of Illinois British Brass Band repertoire 36 
Composer Nationality Works in 
Taylor List 
Works in 
Illinois 
Repertoire 
Sparke, Philip (b. 1951) British 28 7 
Curnow, James (b. 1943) American 19 4 
Graham, Peter (b. 1958) British 18 1 
Gregson, Edward (b. 1945) British 15 8 
Bulla, Stephen (b. 1953) American 14 3 
Williams, John (b. 1932) American 14 1 
Ball, Eric (1903-1989) British 13 4 
Rimmer, William (1862-1936) British 12 0 
Wilby, Philip (b. 1949) British 11 0 
Lovatt-Cooper, Paul (b. 1976) British 10 0 
 
                                               
35 M. Taylor, “British-Style Brass Bands,” 154. Active bands were Henderson State University, Humboldt State 
University, James Madison University, Mansfield University, Peabody Conservatory, Oakland University, University of 
Georgia, and University of North Texas. Formerly active bands were Heidelberg University and Rutgers University. 
36 M. Taylor, “British-Style Brass Bands,” 113. 
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Of Taylor’s ten composers in Table 13, Sparke, Curnow, Gregson, and Ball also appear 
among the ten composers whose works were performed most frequently by the University of Illinois 
British Brass Band (see Tables 11 and 12). Three of the composers on Taylor’s list do not appear at 
all in Illinois’ performed repertoire (Rimmer, Wilby, and Lovatt-Cooper). The absence of Rimmer 
and Lovatt-Cooper on the Illinois list probably reflects the character of the Illinois repertoire as 
focusing neither at the older (Rimmer) nor newer (Lovatt-Cooper) end of the spectrum. The 
presence of Sparke, Curnow, Gregson, and Ball on Illinois’ most-performed list could be attributed 
both to their position in the core of the British and American brass band repertoire and to stylistic 
elements of the music that would have made them favored choices by conductors. A composer’s 
ability to meld a musically challenging score with a satisfying audience listening experience might 
well have been significant here. In addition, Curnow’s close link with the band was one factor 
contributing to the presence of his own music. 
 
Arrangers: An Important Role 
Arrangers and transcribers, in addition to composers, played a significant role in the 
repertoire of the University of Illinois British Brass Band (as they traditionally have with brass bands 
in Britain). More information about the University of Illinois British Brass Band’s most-performed 
arrangers/transcribers is seen in Tables 14 and 15. 
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Table 14. Arrangers/transcribers whose works were performed most frequently by the University of 
Illinois British Brass Band, 1981-2011, sorted by number of times their works were performed 
Arranger/Transcriber Nationality Number of 
Works 
Arr./Trans.  
Number of 
Times 
Performed 
1981-2011 
Himes, William (b. 1949) American 7 16 
Curnow, James (b. 1943) American 3 9 
Hile, James (b. 1954) American 6 6 
Langford, Gordon (1930-2017) British 5 5 
Morrison, Alan (b. ca. 1959-60) British 2 5 
Goffin, Dean (1916-1984) New Zealander 2 4 
 
Table 15. Arrangers/transcribers whose works were performed most frequently by the University of 
Illinois British Brass Band, 1981-2011, sorted by number of arranged/transcribed works 
Arranger/Transcriber Nationality Number of 
Works 
Arr./Trans.  
Number of 
Times 
Performed 
1981-2011 
Himes, William (b. 1949) American 7 16 
Hile, James (b. 1954) American 6 6 
Langford, Gordon (1930-2017) British 5 5 
Curnow, James (b. 1943) American 3 9 
Goffin, Dean (1916-1984) New Zealander 2 4 
Morrison, Alan (b. ca. 1959-60) British 2 5 
 
As can be seen by comparing Tables 11 and 12 with Tables 14 and 15, several of the 
composers whose works were most performed are also among the most-performed arrangers.37 
Those who appear in both lists are Curnow, Himes, Langford, and Goffin. Considering this 
meaningful overlap, combining the data gives us one more way to look at frequency of performance 
in the thirty years of repertoire; see Tables 16 and 17. 
  
                                               
37 In this analysis, settings of hymn tunes are categorized as arrangements. 
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Table 16. Composers and arrangers/transcribers whose works were performed most frequently 
University of Illinois British Brass Band, 1981-2011, sorted by total number of works (composed and 
arranged/transcribed) 
Name Nationality No. of 
Com-
posed 
Works 
No. of 
Times 
Comp. 
Per-
formed 
No. of 
Arr./ 
Trans. 
Works 
No. of 
Times 
Arr./ 
Trans. 
Per-
formed 
Total 
No. of 
Works 
Total 
No. of 
Times 
Per-
formed 
Langford, Gordon (1930-2017) British 8 22 5 5 13 27 
Gregson, Edward (b. 1945) British 8 18   8 18 
Himes, William (b. 1949) American 1 1 7 16 8 17 
Curnow, James (b. 1943) American 4 9 3 9 7 18 
Sparke, Philip (b. 1951) British 7 19   7 19 
Hile, James (b. 1954) American   6 6 6 6 
Arnold, Malcolm (1921-2006) British 5 8   5 8 
Goffin, Dean (1916-1984) 
New 
Zealander 3 5 2 4 5 9 
Ball, Eric (1903-1989) British 4 6   4 6 
Holst, Gustav (1874-1934) British 4 7   4 7 
Rimsky-Korsakov, Nikolai 
(1844-1908) Russian 3 10   3 10 
Elgar, Edward (1857-1934) British 2 8   2 8 
Mathias, William (1934-1992) British 1 6   1 6 
 
Table 17. Composers and arrangers/transcribers whose works were performed most frequently 
University of Illinois British Brass Band, 1981-2011, sorted by total number of times performed 
Name Nationality No. of 
Com-
posed 
Works 
No. of 
Times 
Comp. 
Per-
formed 
No. of 
Arr./ 
Trans. 
Works 
No. of 
Times 
Arr./ 
Trans. 
Per-
formed 
Total 
No. of 
Works 
Total No. 
of Times 
Per-
formed 
Langford, Gordon (1930-2017) British 8 22 5 5 13 27 
Sparke, Philip (b. 1951) British 7 19   7 19 
Curnow, James (b. 1943) American 4 9 3 9 7 18 
Gregson, Edward (b. 1945) British 8 18   8 18 
Himes, William (b. 1949) American 1 1 7 16 8 17 
Rimsky-Korsakov, Nikolai 
(1844-1908) Russian 3 10   3 10 
Goffin, Dean (1916-1984) 
New 
Zealander 3 5 2 4 5 9 
Arnold, Malcolm (1921-2006) British 5 8   5 8 
Elgar, Edward (1857-1934) British 2 8   2 8 
Holst, Gustav (1874-1934) British 4 7   4 7 
Ball, Eric (1903-1989) British 4 6   4 6 
Hile, James (b. 1954) American   6 6 6 6 
Mathias, William (1934-1992) British 1 6   1 6 
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That several top composers also excelled as arrangers could suggest that the British brass band 
repertoire’s origin in transcriptions and arrangements—often bespoke arrangements created 
especially for/by an ensemble—has had a lasting effect, encouraging the development of musicians 
skilled in both composition and arranging who are able to provide both new and newly purposed 
works. It appears that arranging continued to be a useful skill set at least through the time here 
under consideration. 
 
Works Most Frequently Performed 
The above tables and discussion have delved into the composers and arrangers whose music 
appeared most frequently in University of Illinois British Brass Band performance repertoire, and 
included comparisons to a national study. The following section explores the works most frequently 
performed, 1981-2011. 
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Table 18: Works most frequently performed by the University of Illinois British Brass Band,  
1981-2011 
Work Composer Composer 
Nationality 
Arranger,  
Nationality 
Year 
Composed 
Times 
Per-
formed 
Nicaea Himes, William American  1861 7 
Chequerboard  Langford, Gordon British  1980 7 
Sinfonietta for Brass 
Band Langford, Gordon British 
 
1975 6 
Vivat Regina Mathias, William British  1978 6 
Variations on an 
Original Theme, Op. 
3638 Elgar, Edward British 
 
1899 5 
Connotations  Gregson, Edward British  1977 5 
The Plantagenets Gregson, Edward British  1973 5 
Procession of the 
Nobles Rimsky-Korsakov Russian 
 
1890 5 
Little Suite #1 for Brass, 
Opus 80 Arnold, Malcolm  British 
 
1963 4 
An Australian Christmas 
Suite  Curnow, James American 
 
1982 4 
The Great Revival Gordon, William 
Canadian/ 
American39 
 
1987 4 
Irish Tune From County 
Derry  Grainger, Percy Australian 
1: Curnow, P, 
American 
1: Wright, D., 
British 
2: unspecified 1911 4 
Amazing Grace  Himes, William American  (1984) 4 
A Moorside Suite  Holst, Gustav British  1928 4 
Concert Prelude  Sparke, Philip British  1976 4 
Mountain Song Sparke, Philip British  1987 4 
The Year of the 
Dragon40 Sparke, Philip British 
 
1984 4 
 
Taylor also compiled data in his national study that documented the most frequently 
performed compositions, and also the most widely performed compositions—works performed by 
the greatest number of schools, regardless of the total number of performances. This data is 
reflected here in Tables 19 and 20, with comparative data from Illinois. 
  
                                               
38 Not all movements were performed at all concerts. 
39 Gordon was born in Canada and makes his residence in the US. William Gordon, email message to author, 31 January 
2019. 
40 At one Illinois performance, only movement III. Finale was performed. 
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Table 19: Works most frequently performed: Taylor’s US collegiate brass band study and Reagan’s 
analysis of University of Illinois British Brass Band repertoire41 
Title (Composition Year) Composer Arranger No. of 
Performances 
in Taylor 
Repertoire 
List 
No. of 
Performances 
by Univ. of 
Illinois British 
Brass Band 
Hymn for Diana (1997) Turrin, Joseph  12 0 
Amazing Grace (1984) Himes, William  9 4 
Armed Forces Salute (1989) Bulla, Stephen  8 0 
Little Suite #1 for Brass Band 
(1963)  Arnold, Malcolm  8 4 
Images for Brass (2001) Bulla, Stephen  7 0 
Jubilee Overture (1983) Sparke, Philip  7 0 
Ravenswood (c. 1925) Rimmer, William  7 0 
A Moorside Suite (1928) Holst, Gustav  6 4 
Adagio in G Minor (1708/1958) Albinoni, Tomaso Drover, Adrian 6 0 
Elsa’s Procession (1850/ca. 1985)42 Wagner, Richard Himes, William 6 1 
Floral Dance (1911/1977) Moss, Katie Broadbent, Derek 6 0 
National Emblem (1902/1959) Bagley, E.E. Siebert, Edrich 6 0 
Punchinello (c. 1921) Rimmer, William  6 0 
Resurgam (1950) Ball, Eric  6 0 
The Cossack (c. 1929) Rimmer, William  6 0 
Var. on Laudate Dominum (1976) Gregson, Edward  6 0 
 
Only four of Taylor’s sixteen most frequently performed works (Table 19) appear anywhere 
in the Illinois repertoire. Also, only one of the nine works written before 1951 appears in the Illinois 
repertoire, possibly indicating Illinois’ commitment to a newer repertoire and/or that Illinois was led 
by active composers/arrangers for its first several years and also did not possess a “legacy” library 
from an older band (British or American).  
  
                                               
41 M. Taylor, “British-Style Brass Bands,” 111. 
42 M. Taylor lists ca. 1985 as the date for Himes’s arrangement; the University of Illinois British Brass Band performed 
the work with the Chicago Staff Band on September 23, 1984. 
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Table 20: Works most widely performed: Taylor US collegiate brass band study and Reagan’s analysis 
of University of Illinois British Brass Band repertoire43 
Title (Composition Year) Composer Arranger No. of 
Schools That 
Performed the 
Work 
No. of 
Performances by 
Univ. of Illinois 
British Brass 
Band 
Hymn for Diana (1997) Turrin, Joseph  6 0 
A Moorside Suite (1928) Holst, Gustav  5 4 
Amazing Grace (1984) Himes, William  5 4 
Elsa’s Procession (1850/ca. 1985)44 Wagner, Richard Himes, William 5 1 
Festive March: Celebration (1968) Condon, Leslie  5 2 
Images for Brass (2001) Bulla, Stephen  5 0 
Punchinello (c. 1921) Rimmer, William  5 0 
The Cossack (c. 1929) Rimmer, William  5 0 
Var. on Laudate Dominum (1976) Gregson, Edward  5 0 
Aspects of Praise (1991) Himes, William  4 0 
Connotations (1976) Gregson, Edward  4 5 
Fanfare and Flourishes (1991) Curnow, James  4 0 
Jubilee Overture (1983) Sparke, Philip  4 0 
Little Suite #1 for Brass Band (1963)  Arnold, Malcolm  4 4 
Ravenswood (c. 1925) Rimmer, William  4 0 
Resurgam (1950) Ball, Eric  4 0 
 
In the second comparison (Table 20, focusing on the number of schools that performed 
specific works), slightly more overlap was found between Taylor’s national repertoire list and the 
Illinois repertoire, with six of the sixteen works in Taylor’s table also appearing in the repertoire 
performed by the University of Illinois British Brass Band. One method of interpreting Table 20 
follows: 
• Of the sixteen works on Taylor’s list (works most widely performed by US collegiate 
brass bands in Taylor’s study) 
o three are by Rimmer (1862-1936); as we saw earlier in the chapter, no works by 
Rimmer appear in the Illinois repertoire 
                                               
43 M. Taylor, “British-Style Brass Bands,” 112. 
44 M. Taylor lists ca. 1985 as the date for Himes’s arrangement; the University of Illinois British Brass Band performed 
the work with the Chicago Staff Band on September 23, 1984. 
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o six of the works on Taylor’s list were played by the University of Illinois British Brass 
Band 
o the remaining seven works (not performed by the University of Illinois British Brass 
Band) were written by six composers, but the University of Illinois British Brass 
Band performed other works by five of those six 
Late nineteenth/early twentieth-century brass band works such as those by Rimmer were not core to 
the Illinois repertoire; setting those aside momentarily, we see that the University of Illinois British 
Brass Band played six of the works in Taylor’s table and played works by five of the remaining six 
composers, indicating a strong correlation between the local and national repertoires, if at the level 
of composer rather than work. (The composer whose work was not played by the University of 
Illinois British Brass Band was American Joseph Turrin; the work was Hymn for Diana, written in 
memory of England’s Diana, Princess of Wales, during the week after her death in 1997. It is 
possible that this piece represented a more topical or programmatic approach than was preferred by 
the University of Illinois British Brass Band.) 
Gender is an additional element of the repertoire that can be discussed, for, as far as can be 
determined, no composers or arrangers whose works were performed by the University of Illinois 
British Brass Band were female.45 Also as far as can be determined, the only female 
composer/arranger mentioned in the entire Taylor repertoire list is British-born Katie Moss, who in 
1911 wrote a parlor song called “The Floral Dance,” incorporating a traditional tune used for “The 
Furry Dance” that was performed each May in Helston, Cornwall, as part of its Flora Day 
celebrations. The Helston Town Band played (and plays) the original tune (not Moss’s composition), 
leading dancers through the town from morning through evening. Another chapter in the song’s 
                                               
45 Gender is unknown for arranger K.A. Bonsall.  
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brass band life came through arrangements of Moss’s composition, including a late-1970s upbeat 
version by Derek Broadbent that took the Brighouse and Rastrick Band to a nine-week stint at 
number two in the British pop charts and garnered the band a live performance on BBC’s Top of the 
Pops (both highly unusual occurrences)—and apparently having an effect on collegiate brass band 
repertoire in the United States.46  
This complete absence of female composers and arrangers very likely reflects the long-
standing gendering of brass banding in the United Kingdom as a male activity and sphere, in 
membership, conducting, composition, and contest adjudication. As mentioned in Chapter 2, 
women players did participate to some extent from about the 1930s, and more frequently from 
about the 1960s, but top contest bands in particular continued to exclude female members. In 2010, 
Grimethorpe Colliery Band admitted a female member for the first time since the 1950s (Sheona 
White, tenor horn), and Brighouse and Rastrick appointed its first female player to a permanent 
position (Laura Hirst, cornet).47 In 2011, the UK-based PRS (Performing Rights Society) 
Foundation, which terms itself “the UK’s leading funder of new music and talent development 
across all genres,”48 initiated the Women Make Music campaign in response to “the low 
representation of professional female songwriters and composers in the UK,” providing between 
                                               
46 “Helston Flora Day,” on Helston Flora Day Association website, accessed 15 October 2018, 
http://www.helstonfloraday.org.uk/about; Alfred Hickling, “Cornish Floral Dance: A Fuzzy Custom,” The Guardian, 
accessed 21 Sep 2018, https://www.theguardian.com/music/2011/jul/07/cornish-floral-dance. Hickling shares 
recollections of the band’s librarian, Sheridan Fryer, about the Top of the Pops performance: “It wasn’t easy getting time 
off from work, and we only made it down the motorway for the 2pm recording with seconds to spare. They’d never had 
a brass band on Top of the Pops before and they didn’t really know how to cope with us. The studio manager was worried 
that we might get spittle on the floor.” Brighouse and Rastrick Band was the only act on that day’s show to perform live. 
47 “Music Teacher to Play for Grimethorpe Colliery Band,” on BBC website, accessed 15 October 2018, 
https://www.bbc.com/news/uk-england-south-yorkshire-10748203; “First Woman Musician Joins All-Male Yorkshire 
Band,” The Yorkshire Post, accessed 15 October 2018, https://www.yorkshirepost.co.uk/news/first-woman-musician-
joins-all-male-yorkshire-band-1-3028205.  
48 “About PRS Foundation,” on PRS Foundation website, accessed 15 October 2018, 
https://prsfoundation.com/about-us.  
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2011 and 2017 about 150 project/activity grants to female music creators.49 One of the grant 
recipients featured in the program’s evaluation and case studies was Jessica Curry, whose PRS 
funding supported her composition of The Durham Hymns, a choral and brass band work created in 
collaboration with UK Poet Laureate Carol Ann Duffy to commemorate the Battle of the Somme.50 
Using the findings of the PRS Women Make Music report to help support their actions, at least one 
British brass band—Harrogate Band, North Yorkshire—has taken institutional action by 
intentionally increasing in its programs music composed and arranged by women.51 While the efforts 
of PRS Foundation and the Harrogate Band (and others) are more recent than the span of repertoire 
discussed here, they indicate an imbalance present not only in the repertoire of the University of 
Illinois British Brass Band, but in broader brass band culture at the time, too. 
 
Additional Perspectives 
In its thirty years of concerts, the University of Illinois British Brass Band performed almost 
150 works. Its repertoire can be examined many ways in addition to those above. For example, 
century lines are one possible means of categorization, and while they are of course an arbitrary 
marker, they do to some extent help us to understand the group’s distribution of repertoire. This 
type of categorization requires some exercise of judgment, as some material (such as a hymn tune) 
might originate in the 1800s but receive a late twentieth-century treatment through its 
arrangement/setting. Still, distribution by time of composition can give a broad understanding of the 
sound world experienced at the concerts. Indeed, of the band’s total known repertoire, fewer than 
                                               
49 “About Women Make Music,” Women Make Music PRS Foundation Evaluation, accessed 15 October 2018, 
http://prsfoundation.com/wp-content/uploads/2017/03/PRS-Foundation-Women-Make-Music-evaluation-report-
2017-FINAL.pdf.  
50 Ibid. 
51 “Women Make Music,” on Harrogate Band website, accessed 15 October 2018, 
http://www.harrogateband.org/wmm.htm. 
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five works originated in the 1500s, fewer than five in the 1600s, and between five and ten in the 
1800s. The period 1900–1950 generated around 30 works, 1951–1999 around 70 works, and two 
works were written after the year 2000. This information appears to indicate an ensemble primarily 
engaged with music from the fairly recent past, somewhat/occasionally with older material, and 
generally not with brand-new works.  
Another perspective on the repertoire is to look at the genre of the work and its source, if an 
arrangement. This is called genre in Taylor’s study; the categories I use below are related to but 
different from Taylor’s. For example, Taylor distinguishes between a piece written for use in a brass 
band contest, and a concert work original to brass band. This can be an important distinction when 
looking at the structure, style, and purpose of a work or repertoire, but for the broad overview here 
desired, these two categories have been combined. Both in terms of the works performed and the 
number of times those works were performed, compositions that are original to brass band made up 
almost half of the University of Illinois British Brass Band repertoire between 1981 and 2011 (see 
Appendix B). Works featuring soloists or small ensembles with band accompaniment made up about 
10% to 15% of both the works played and the times those works were performed. (Some of those 
compositions were original to brass band; some were not.) Orchestral transcriptions were close to 
10% of the band’s repertoire, both in works played and times performed. Between about 3% and 
7%, each, were hymn settings, marches, holiday music, and works originating in an opera. Other, 
less-often-represented types of origins/styles were transcriptions from choral, keyboard, wind band, 
and chamber brass ensemble; and in works originating in ballet, musical, film, pop, and patriotic 
arenas.52  
                                               
52 The “selection,” so much a part of early British brass band repertoire, accounts for two works and four performances 
of those works (Treasures from Tchaikovsky and Kaleidoscope: Music of Rimsky-Korsakov). Jazz and blues are seen only in two 
cornet features, Satchmo and Sugar Blues, arranged by British cornetist Alan Morrison. At no known time did the 
University of Illinois British Brass Band perform while marching. 
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The repertoire analyses in this chapter help to reveal the identity of an ensemble committed 
to core concert/contest brass band works, most originating in the second half of the twentieth 
century, with other works of various types diversifying the repertoire. Instrumentalist features filled 
an important need, both allowing students to step into a solo role and also bringing faculty artists 
into collaboration with the ensemble. Holiday engagement with university choirs influenced the 
repertoire, while the collegiate setting might also have limited the need for/concert use of pop and 
patriotic works. Performances of works reflecting or referencing British national identity—such as 
Mathias’s Vivat Regina, Parry’s Jerusalem, or Gregson’s The Plantagenets—played a major role in the 
repertoire. In roughly the second half of the band’s history in particular, works needed to be 
thoughtfully chosen, as only one concert (or multiple concerts using the same program) was 
performed each season, and the amount of repertoire that could be programmed was thus limited. 
The structure of each program throughout the band’s history demonstrated the creation of contrast, 
drama, and, at times, humor in performances. Overall programming choices displayed the group’s 
ability to handle advanced compositions that engaged both audiences and players while also 
contributing to the members’ musical development. Programming centered not on the very newest 
or most innovative works but seems to have struck a balance between education, audience appeal, 
and a focus on core British brass band music.  
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CHAPTER 6: BRITISHNESS AND THE UNIVERSITY OF ILLINOIS BRITISH BRASS 
BAND 
Bands from Britain on Tour: 1976 
A March 11, 1976, story in The Philadelphia Inquirer opened with the following statement:  
 
To help celebrate the [American] Bicentennial, Britain is sending to the United States this 
year such distinguished musical groups as the Royal Ballet, the London Philharmonic 
Orchestra, the Scottish Military Tattoo, and the Grimethorpe Colliery Band.  
Yes, the Grimethorpe Colliery Band. And lest the chuckling get out of hand, let it be 
quickly noted that the Grimethorpe coal miners have one of the best brass bands in 
Britain—and that makes it among the best in the world.”1  
After that backhanded beginning, the author goes on to quote a British Bicentennial Arts Committee 
official, Tom Petzal: “They play like angels. There is nothing unprofessional about them.” While the 
article proceeds to give a little history about British brass bands, as well as an overview of the 
American itinerary, the introduction given was anything but neutral. This 1976 tour included two 
long-standing, top-level British brass bands, who played some US performances jointly and some 
separately: the Grimethorpe Colliery Band,2 based in Barnsley, South Yorkshire, England—the 
group whose music and somewhat fictionalized story was featured twenty years later in the 1996 film 
Brassed Off—and the Cory Band, from Rhondda, South Wales, a “mixed industrial band” formerly 
affiliated with a coal mining operation that closed in 1971.3 A sampling of American newspaper 
                                               
1 Douglas J. Keating, “British Coal Miners’ Band Will Give Bicentennial Concert,” The Philadelphia Inquirer, 11 March 
1976. 
2 Colliery is the British term for coal mine. 
3 “British Miner-Musicians Tour Here for Bicentennial,” Beckley Post-Herald, 25 June 1976; “Bicentennial British Brass 
Bands Play Bach, Brubeck, Broadway,” The Raleigh Register (Beckley, West Virginia), 28 June 1976. The Post-Herald notes 
that before the mine closure, all members of the Cory Band would have worked in the mines. “Mixed industrial band” 
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coverage of this tour shows a range of portrayals. In late June 1976, Beckley, West Virginia’s Beckley 
Post-Herald and Raleigh Register ran stories very similar to each other, which were perhaps drawn from 
a tour press release. These included more detailed information about the tour, the bands, and band 
history than had been included in the March 1976 Philadelphia Inquirer article.4 The versatility of brass 
bands was mentioned, both in general (that a British brass band would be “as comfortable with 
Handel’s ‘Messiah’ as with a medley from ‘West Side Story’”)5 and in specific (that the tour would 
include “Bach, Brubeck, and Broadway”)6. The Wellsville Daily Reporter (Wellsville, New York), 
writing about the Grimethorpe Colliery Band’s upcoming appearance at the Chautauqua 
amphitheatre, misidentified the group as coming from Wales. The Beckley articles stated that: 
. . . in the past few years, brass bands have been brought into the mainstream of serious 
music, prompting one British critic to declare that ‘any musician who has troubled really to 
listen to a good band must have been struck not only by the astonishing virtuosity of groups 
of men whose days are spent in mines or factories, but by the beautiful sonorities of the 
brass ensemble.’ . . . some believe that [brass band music] is shaking its oompah image of 
cloth caps, pints and clogs.7  
This tour in celebration of the American bicentennial took the two British bands to symbolic 
urban settings, such as July 3 concerts in New York’s United Nations gardens; July 4 concerts at the 
city’s Trinity Church (a historic Episcopal congregation on Wall Street); an appearance on the steps 
of the Philadelphia Art Museum; and performances in Washington, DC, where the Grimethorpe 
                                               
meant that the band’s members were employed in various industrial jobs, including some in mining. The band still 
rehearsed at the site of the closed mine. Coal operations continued at Grimethorpe until the early 1990s. 
4 “British Miner-Musicians,” Beckley Post-Herald, 25 June 1976; “Bicentennial British Brass Bands,” The Raleigh Register 
(Beckley, West Virginia), 28 June 1976. 
5 “British Miner-Musicians,” Beckley Post-Herald, 25 June 1976. 
6 “Bicentennial British Brass Bands,” The Raleigh Register (Beckley, West Virginia), 28 June 1976. 
7 “British Miner-Musicians,” Beckley Post-Herald, 25 June 1976. 
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Colliery Band played for President Gerald Ford and Queen Elizabeth II at the British Embassy, and 
the Cory Band appeared at a Kennedy Center reception hosted by the American Revolution 
Bicentennial Administration. However, the trip’s three-week itinerary also took the Grimethorpe 
Colliery band to “places that the Royal Ballet and the London Philharmonic will never see”8—
American mining communities and regions such as Uniontown, Pennsylvania, and Charleston, West 
Virginia. The tour was supported by British organizations such as the British Bicentennial Arts 
Committee and J & B Rare Scotch, and American groups such as the National Coal Association, the 
Bituminous Coal Operators’ Association, and the W.C. Whitney Foundation.9  
Grimethorpe’s July 12, 1976, concert, took place in Hazleton, Pennsylvania—a coal mining 
community in eastern Pennsylvania—with an additional sponsor: the United Mine Workers of 
America. On July 8, the town’s newspaper ran a concert announcement, noting that all thirty 
members of the group were miners, and that the band had recently performed for the Queen, the 
President, and the National Governors’ Conference held at Hershey, Pennsylvania. The 
accompanying concert-setting photo of the group shows them wearing tuxedos (in British 
terminology, dinner jackets).10 A July 10 preview article listed the performance repertoire for the 
“90-minute program, including a medley by American composers.”11 Repertoire, shown in Table 21, 
included a blend of British and American composers, and British and American themes. Three 
works were from or related to opera (Pineapple Poll selections, Overture to La Forza del Destino, and 
Prelude to Lohengrin)—a genre that had played a strong role in the history of British brass band 
repertoire. Four works were written by the band’s conductor, Elgar Howarth, either under that name 
or his anagram pseudonym (generally used for lighter works), W. Hogarth Lear. English traditional 
                                               
8 Keating, “British Coal Miners’ Band,” The Philadelphia Inquirer, 11 March 1976. 
9 “British Miner-Musicians,” Beckley Post-Herald, 25 June 1976. 
10 “In Public Concert Monday,” Hazleton Standard-Speaker, 8 July 1976. 
11 “Commission Will Honor Grimethorpe Band Leader,” Hazleton Standard-Speaker, 10 July 1976.
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music was referenced in Greensleeves and Wood’s Three Dale Dances. Two of the works—Music from the 
Tudor Court, which appears to be the same suite as Music from the Elizabethan Court—and Grieg’s Spring 
Song (The Last Spring) were later played by the University of Illinois British Brass Band. Overall, the 
program appears to present a variety of means by which to engage an American audience. It does 
not, however, appear to contain the new, more “serious” works that Howarth around this time was 
championing (as mentioned in Chapter 2). 
Table 21. Hazleton, Pennsylvania Repertoire, Grimethorpe Colliery Band, 1976 
Work Composer Arranger 
Music from the Tudor Court: Earl of 
Oxford’s March, Galliard, Malsims, Pavane, 
King’s Hunting Jig Byrd, Farnby, Bull Not listed 
Cleopatra (cornet feature) Damare   
Pineapple Poll selections Sullivan Brand 
Spring Song  Grieg Ryan 
Intermission   
Overture to La Forza del Destino Verdi Wright 
Red Sky at Night W. Hogarth Lear12  
The American Dream Elgar Howarth  
Barney’s Tune W. Hogarth Lear  
Mr. Lear’s Carnival W. Hogarth Lear  
Three Dale Dances Wood  
Jeanie with the Light Brown Hair 
(euphonium feature) Foster Howarth 
Embraceable You Gershwin Howarth 
Blue Rondo a la Turk Dave Brubeck Sansom 
Greensleeves Traditional Howarth 
Prelude to Lohengrin Act I Wagner Not listed 
 
British writer Arthur R. Taylor, in his 1979 book Brass Bands, mentioned the journey, saying: 
. . . it may well prove to have been a highly significant trip, for both bands have been 
considering invitations for a return visit and great interest was aroused in American musical 
and trade union circles. Some band administrators in this country, not generally given to 
                                               
12 Anagram pseudonym of Elgar Howarth, composer and the band’s conductor on this tour 
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fanciful speculation, are wondering whether the British brass band might not prove as 
exportable as British football.13  
For the western Pennsylvania city of Pittsburgh (and perhaps other locations), the trip was indeed 
highly significant. Grimethorpe Colliery Band’s conductor, Elgar Howarth, commissioned American 
composer Robert Bernat to write a work for the band to premiere on its 1976 tour.14 The 
composition, Dunlap’s Creek, received its first performance in Uniontown, Pennsylvania—one of the 
homes of Freeman Lewis, the composer to whom the hymn tune Dunlap’s Creek is attributed.15 
Working with the Grimethorpe Colliery Band had a profound effect on Bernat, who proceeded to 
spend a year in England studying British brass bands.16 In April 1980, the first Brass Band Bridge 
reported Bernat’s initial steps toward forming a brass band in America, and on November 21, 1981, 
that group—the professional River City Brass Band of Pittsburgh—performed its first concert, just 
six days after the first concert by the University of Illinois British Brass Band.17  
 
                                               
13 Arthur R. Taylor, Brass Bands (St. Albans, Hertsfordshire: Granada Publishing Limited, 1979), 185. 
14 “Robert Bernat, Founder of the River City Brass Band, Pittsburgh Post-Gazette, 4 December 1994, 74; “Dunlap’s 
Creek—Score and Parts,” on R Smith & Company website, accessed 14 October 2018, 
http://www.rsmith.co.uk/dunlap-s-creek-score-parts.html. 
15 “Dunlap’s Creek (McFarland),” on hymnary.org website, accessed 14 October 2018, 
https://hymnary.org/tune/dunlaps_creek_mcfarland. After its American premiere, the work moved into (and remains 
in) the brass band repertoire in England. 
16 Roy Newsome, The Modern Brass Band: From the 1930s to the New Millennium (Aldershot: Ashgate, 2006), 316. Newsome 
reports that Bernat resided in Sheffield and worked in particular with Grimethorpe Colliery and Black Dyke Bands. I 
found no evidence that Bernat was familiar with British brass bands before the commission from Grimethorpe Colliery 
Band. 
17 Tom Lavis, “Down Memory Lane: Brass Band Celebrates a Quarter of a Century of Tunes,” The Tribune-Democrat 
(Johnstown, Pennsylvania), 21 June 2006, https://www.tribdem.com/news/local_news/down-memory-lane-brass-
band-celebrates-a-quarter-of-a/article_afb8fa50-ac40-5112-9475-7f266779483d.html; J. Perry Watson, The Brass Band 
Bridge (April 1980): 1, http://nabba.org/pdf/bridge/001.pdf; The Brass Band Bridge (January 1982): 7, 
http://www.nabba.org/pdf/bridge/007.pdf. The River City Brass Band uses French horns instead of tenor horns, 
according to Newsome because of the difficulty at the time of the group’s establishment in finding professional players 
to perform on tenor horn. (Newsome, Modern Brass Band, 316.) While exploration is outside the scope of this 
dissertation, it appears that Bernat saw the British brass band (with modified instrumentation) as a way to strengthen and 
perpetuate a grassroots, participatory American musical culture. The River City Brass Band has operated continuously 
since 1981. In 2018, the band’s conductor is Scotland-native Robert Gourlay, who has a background in brass band, 
opera, and orchestral tuba playing and conducting. “James Gourlay,” on Besson company website, accessed 27 October 
2018, http://www.besson.com/artist/james-gourlay. 
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Fourteen Years Later 
Fourteen years later, the American bicentennial celebration atmosphere had long since 
passed, and the working-class industrial landscape in Britain had completely changed with the 
continued decline of mining and manufacturing. And, in 1990, American media coverage of another 
British brass band’s visit to the United States took a different tone. Desford Colliery Caterpillar 
Band (in 2018 known as Desford Colliery Band), had achieved a “hat trick”—a series of three 
successes—in Britain’s brass band National Championships by winning the competition three years 
in a row (1987–1989). By tradition, if not by written rule, a band accomplishing a hat trick of wins 
was not invited to compete in the following year’s contest; Desford took this as an opportunity to 
tour the central United States and Toronto, Canada in 1990, as discussed in Chapter 4.18 Articles 
from Oshkosh (Wisconsin) and Champaign-Urbana (Illinois) newspapers showed some 
commonalities with the 1976 coverage—the band’s contest accomplishments were mentioned, the 
players were noted to be of amateur status (with the musical quality of professionals, as in recordings 
of the time they prove themselves to have had), the band had an industrial sponsor, and the concert 
program would promote variety, including classical transcriptions, original works for brass band, and 
Broadway music. However, differences also existed—no mention was made of what had earlier been 
described as the fight against stereotypes;19 concert sponsors were high school and university bands; 
and the description of Desford Colliery’s conductor, James Watson, noted that he was 
simultaneously principal trumpet at London’s Royal Opera House as well as on faculty at the Royal 
Academy of Music and Guildhall School of Music and Drama (both in London) and had been 
                                               
18 The hat trick practice at the National Championships was abandoned in 2017. Four bands had achieved six hat tricks 
since the 1930s: Foden’s (two), Black Dyke (two), Cory (who toured the US in 1976), and Desford Colliery. 
 “Hat-trick rule scrapped for National Championship,” on 4barsrest website, accessed 6 October 2018, 
https://www.4barsrest.com/news/detail.asp?id=30306. 
19 “British Miner-Musicians,” Beckley Post-Herald, 25 June 1976. 
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principal trumpet of the Royal Philharmonic and the London Sinfonietta. (This connection between 
the brass band world and the classical/symphonic world was not new, having existed since at least 
the 1920s, but it did not appear to factor into the 1976 press coverage; in 1990, it was mentioned 
without irony or comment, but was clearly designed to impress.)20 Note is made of the Desford 
Colliery Band’s success in contests; this time, the listed competitions include the European brass 
band championship, which began after 1976. Desford won the event in 1986, playing Sparke’s Year 
of the Dragon—the piece Griffin set as a five-year goal for the University of Illinois British Brass Band 
in the 1990s (see Chapter 5).21 Viewing the 1976 and 1990 articles together with the contextual 
information presented earlier in this paper—while allowing for bicentennial fervor—illustrates just 
some of the changes occurring in and around British brass banding in the late twentieth century, 
including strong European activity and more visible integration with other areas of the musical 
world.22 The 1976 and 1990 materials also give us a sense of different ways in which the idea of 
British brass bands was constructed by writers for an American newspaper-reading audience. 
The brief 1981 article by Champaign-Urbana’s News-Gazette announcing the first concert of 
the University of Illinois British Brass Band occupies fairly neutral ground in comparison to the 
1976 articles, perhaps indicative of this still-new setting for the brass band: an American university. 
Under the heading, “New Band to Give Free Show,” the newspaper announces with a jaunty air that 
the ensemble will “strike up the music in a free concert” for its first performance (November 15, 
1981, at the Harding Band Building). As mentioned in Chapter 3, the text went on to mention the 
band’s British precedents, the instruments that were unusual in the United States, and the affiliation 
                                               
20 Trevor Herbert and John Wallace, “Aspects of Performance Practices,” in The British Brass Band: A Musical and Social 
History, ed. Trevor Herbert (Oxford: Oxford University Press, 2000), 294, 296. 
21 “Acclaimed Brass Band Will Perform,” Oshkosh Northwestern, 23 September 1990; Joe Millas, “Top Brass from Britain,” 
The News-Gazette, October 1990. See also https://www.youtube.com/watch?v=CB-8qsxQoE8. 
22 Brass band players had for some time been populating brass chairs in major British orchestras, but Watson’s example 
is particularly rich. 
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of the players with the university’s wind bands.23 Over its thirty-year history, the ensemble was called 
both the Brass Band and the British Brass Band; University of Illinois course catalogs used “Brass 
Band,” often with “British Brass Band” included in the course description, while programs used 
“British Brass Band” about half the time.24 Descriptions of the group in programs from late-1980s 
School of Music Carol Concerts also state: 
. . . the band is modeled after the Contest Brass Bands that are popular in England.25 The 
repertoire of the Brass Band includes many transcriptions from the great orchestral 
literature, standard works of the brass band repertoire, and new works by American 
composers. The University of Illinois Brass Band provides an outlet for brass performance 
that is unlike any other performance opportunity at the University. The music is generally 
highly technical, as an outgrowth of the competitive nature of brass bands in England. The 
University of Illinois Brass Band rehearses for two hours each week and is conducted by 
James Hile, Assistant Director of Bands.” 
Descriptions of the university choral groups participating in the program—Varsity Men’s Glee Club, 
Women’s Glee Club, and Concert Choir—also stated the age or founding year of each ensemble but 
did not specifically reference a tradition from which each ensemble grew. The Brass Band—partly to 
explain itself to an audience that was likely unfamiliar with the genre—claimed a connection to its 
geographic and musical source, to which it was close in instrumentation and repertoire, if perhaps 
not always—as we shall later see—in social milieu or function. 
 We have seen that the Salvation Army tradition and British tradition both factored into 
James Curnow’s brass band background. He grew up playing in Salvation Army brass bands in 
                                               
23 “New Band to Give Free Show,” The News-Gazette, 12 November 1981, A7. 
24 Time Tables, 1914– , 1926–97, Series Number: 25/3/804, University of Illinois Archives. 
25 Here England and Britain are conflated, perhaps unintentionally. 
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Michigan,26 in a type of ensemble which of course, years before, had originated in Britain. In the 
Royal Oak, Michigan, Salvation Army band, Curnow, a euphonium player, sat next to a euphonium 
player from Scotland. The man, named Pinkerton, was a painter of houses and other structures by 
trade. Curnow recalls that he was “an amazing player” and a major influence on Curnow’s 
conception of sound. Curnow learned from him both by hearing him during rehearsals and through 
formal lessons. Curnow said Pinkerton had “an incredible sound, a big sound,” and that his teaching 
helped Curnow to open up his own sound through dropping his jaw, using more air, and so on.27 As 
a player, Curnow did not adopt Pinkerton’s prominent British brass band-style vibrato, nor did he 
keep the fast vibrato style of another of his teachers, Italian-American Leonard Falcone—although 
learning it helped him gain facility with purposeful vibrato use. Curnow felt that his own approach 
to vibrato style was shaped by doing a lot of singing early in his life—that unconsciously, the vocal 
experience helped him shape his preferences for vibrato style.28 The group’s bandmaster was also 
Scottish and “was always trying to establish cornet sound with our cornets who were learning 
trumpet in school. He was constantly on them about the sound. That had to be a pretty strong 
influence on me.”29  
For University of Illinois British Brass Band conductors Hile and Birdwell, a sense of the 
group’s “Britishness” came mostly through the repertoire’s British origins, although Birdwell also 
noted the 1990 Desford Colliery Band visit as a turning point in his understanding of the British 
brass band heritage. Birdwell mentioned that as he learned about each piece and composer, he 
                                               
26 Curnow and his family moved from Port Huron, Michigan, to Royal Oak, Michigan, when Curnow was about ten 
years old. James Curnow, phone conversation with author, 11 June 2018. 
27 Curnow, phone conversation with author, 8 November 2018. 
28 Ibid. 
29 A subsequent conductor of the Salvation Army Royal Oak Citadel Band, music educator Max Wood, became a 
mentor to both Curnow and William Himes. Ibid.; “Royal Oak Celebrates 90 Years,” on Salvation Army Central 
Territory website, accessed 8 November 2018, https://salarmycentral.org/blog/2013/11/26/royal-oak-celebrates-90-
years. 
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would share that information with the ensemble—one way in which British history and culture were 
brought into the group.30 While all the conductors used recordings as a study resource, Griffin in 
particular noted that he and the students listened to recordings of British bands.  
So, what differences from and similarities to the British tradition might the University of 
Illinois British Brass Band have displayed? Considering themes raised in Chapter 2, and knowing 
that brass band culture continued to evolve in Britain and other areas of the world from the 1980s 
onward, what continuities or change can be seen between the University of Illinois British Brass 
Band’s heritage and its activities? What can be learned about how its heritage was manifest and 
perceived? To address these questions I will consider a series of topics. 
 
Gender  
A first area to consider is gender, although a holistic look at the topic is beyond the scope of this 
paper.31 While the inclusion of women in secular and Salvation Army bands, in both the United 
States and Britain, varied by band and by circumstance (such as allowing women to play while male 
band members were away for military war service), in British bands (those not affiliated with 
school), women were typically excluded through the 1970s; in the early 1980s, women began to have 
a presence but were still underrepresented in most of these bands, remaining excluded from some 
bands into the twenty-first century. Tabulating a sample every ten years, using the same concerts as 
examined in Chapter 5, I show how gender was represented in the University of Illinois British Brass 
Band; see Table 22 (with accompanying chart). 
  
                                               
30 Curnow, conversation with author, 11 June 2018. 
31 Race and ethnicity with regards to brass banding could also be examined in depth but are not addressed in this 
dissertation. 
 
 
 
 
134 
Table 22. Gender in University of Illinois British Brass Band, 1981–2011, sampled at ten-year 
intervals  
Year 
No. 
Female 
% Female No. Male % Male Total 
Number 
Nov. 15, 1981 6 22% 21 78% 27 
Nov. 10, 1991 9 29% 22 71% 31 
Apr. 29, 2001 12 41% 17 59% 29 
Apr. 21, 2011 10 36% 18 64% 28 
 
The percentage of women players in the group increased over its first twenty years, reaching a high 
of 40% in 1991 before decreasing again. These figures are likely tied to the gender makeup of 
university brass studios, which in turn, of course, relate to instrument choices made when a student 
begins studying music, usually in primary school. In terms of artistic direction and content creation 
for the band: the ensemble’s four conductors were male, and gender of composers/arrangers was 
mentioned in Chapter 5—all male.  
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Dress 
 Concert dress for the University of Illinois British Brass Band was from its beginning the 
same “concert black” that was worn by University of Illinois concert bands: women in all-black 
dressy clothing, men in black tuxedos with white shirts and black ties—much the same as was seen 
in the 1976 American tour photo of the Grimethorpe Colliery Band (with the exception that all the 
members of the Grimethorpe Band at that time were male). Although this uniform has been used by 
some British brass bands, uniforms in British bands have seen a great deal of evolution and change 
since the mid-1800s, with conventions ranging from heavily constructed and ornamented military-
type uniforms; to more contemporary options of shirts, vests, and ties in various color 
combinations, with the color sometimes “representing” the band, as do colors for a sports team;32 
and even to “walking-out” uniforms of jacket and trousers, worn when the band was/is not on 
stage—before and after a performance at a contest or festival, for example. Sometimes, the jacket or 
vest of contemporary brass band uniforms will sport a band logo or other mark as a sign of the 
group’s collective identity. This, as well as the walking-out uniform, would seem to reflect the desire 
to present a recognizable identity both at their own performances and at group music activities 
where multiple bands are present. The University of Illinois British Brass Band occasionally wore 
non-uniform “dress clothes” for its concerts, but for the vast majority of its performances remained 
in “concert black” and thus aligned with the dress code of other University of Illinois concert bands. 
 
                                               
32 In 1979, Arthur Taylor wrote, “A couple of famous bands have opted for a compromise—Black Dyke Mills and 
Brighouse have, for certain occasions, an only slightly less ornate and impressive uniform than they sported in the old 
days, Dyke in black, gold and red, Brighouse favouring purple and black and gold. (I remember a Brighouse man once 
explaining to me the loyalty which binds the band together. ‘We won’t let anyone in,’ he said, thumping his heart with 
his fist, ‘unless they think purple, right through to here.’)” Arthur R. Taylor, Brass Bands (St. Albans, Hertsfordshire: 
Granada Publishing Limited, 1979), 177. See also “Evolution of the Band’s Uniforms,” on Brighouse and Rastrick Band 
website, http://brighouseandrastrick.com/evolution-of-the-bands-uniform. 
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Competition 
 Competition against other brass bands, part of the British tradition that has been carried on 
by both the North American Brass Band Association and the European Brass Band Association 
(and in other locales), was not part of the University of Illinois British Brass Band’s identity. As 
mentioned in a Chapter 1 footnote, Harry Begian did not support contests between musical 
organizations, only competition with oneself to be the best musician one can be: 
I have only recognized one kind of competition in music. It’s a competition with myself, and 
my potentials as a musician, conductor, and teacher, as to whether I can properly render a 
piece of music—teach it and render it with a group of mine. Any competition should boil 
down to this: can the players with their combined talents and me with my teaching ability 
come together in some way to represent this piece of music the way it should be, so it would 
be a delight for the composer to hear.33 
Curnow confirmed that on the question of competition, the directive from Begian was, “No,” and 
that there were no other decisions to be made.34 Begian retired in May 1984, and Curnow became 
Interim Director of Bands, opening the possibility of the band participating in a contest. The 
December 18, 1984, letter of congratulations from Curnow to band members after the Midwest 
Clinic performance mentioned that the 1985 National Championships would be held in Canada in 
mid-April 1985;35 Curnow asked members to hold these dates on their calendars in the event that 
                                               
33 James William Hile, “Harry Begian: On Bands and Band Conducting” (EdD diss., University of Illinois at Urbana-
Champaign, 1991), 178. 
34 Curnow, conversation, 11 June 2018. 
35 Curnow was referring to the NABBA National Championships, held in Weston, Ontario, Canada. The Brass Band 
Bridge announced in February 1985 that twelve bands would compete: eight from the United States and four from 
Canada. A gala concert (non-competitive) was presented by the Earlscourt Citadel Band of the Salvation Army 
(Toronto) with soloist Phil Smith, co-principal trumpet of the New York Philharmonic, on piccolo trumpet, B-flat 
cornet, and B-flat trumpet. The Brass Band Bridge 19 (February 1985): insert, http://www.nabba.org/pdf/bridge/019.pdf; 
The Brass Band Bridge 20 (May 1985): 1, http://www.nabba.org/pdf/bridge/020.pdf.  
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financing became available for a trip.36 (The band did not attend the contest.) Conductor Hile 
reported that the band was asked to play at a NABBA contest during his tenure, but financial and 
logistical resources were not available for the trip.37 Griffin chose not to pursue a “contest” focus for 
the ensemble, although the suggestion was made by various people. This was because he believed 
that if the band were to begin competing, the whole nature of its operation would change: the 
amount of rehearsal, the atmosphere of rehearsal, and perhaps the quantity and variety of 
compositions that the band could explore in a given year. He felt that the band was working hard 
and achieving great results without competing, and he did not see a need to add a contest element; 
he said that he would not have chosen to take the band to England to compete—but that he would 
have been interested in taking them to listen. Had more money for travel become available, Griffin 
would have preferred to tour with the band to additional high schools to recruit more students to 
attend the University of Illinois.38 
In the United States, as in Britain, certain brass bands choose not to compete, and for 
American researchers as for British scholars, such bands’ visible records differ from those of 
competing bands. British scholar Sue Frith Grau, in an essay that explores the potential importance 
of the history of the rural British brass band (as opposed to its better-known industrial village/town 
profile), states: 
The Brass Band Movement has created a value system by nature of contesting and league 
tables that tend to draw a veil over the majority of rural brass bands, since it is difficult for a 
self-funding band to compete in excellence with organisations supported by funding from 
heavy industry. Consequently, little is known about the internal community of rural brass 
                                               
36 University of Illinois Bands files [currently uncatalogued]. 
37 Hile, phone conversation with author, 14 August 2018. 
38 Peter J. Griffin, phone conversation with author, 13 July 2018. 
 
 
 
 
138 
bands, but that is not to assume that there is nothing to say. It is the emphasis on the 
industrial centres in both popular understanding and in academic writing that renders the 
rural brass band community invisible. The Movement has been unintentionally complicit in 
the othering of rural brass bands by identifying the “norm” as the elite bands from the 
Yorkshire collieries and the Lancashire factories. It is from this selective dialogue that the 
idea of what it means to be a brass band is honed and refined, almost into simplistic 
stereotypes of that which is, in reality, many and varied.39 
One might or might not agree with all of Grau’s points, but her attention to the “veil” pulled over 
non-contesting bands highlights an important topic for researchers in both Britain and the United 
States, as information about and characterizations of bands that compete in contests are more 
readily available, and because statements relating to a band’s contest activities can fit neatly into a 
grid of reference or shared understanding. The situation creates a meaningful challenge for those 
working with the histories of non-contesting bands.  
  
University Setting 
The University of Illinois British Brass Band’s location in a higher-education institution was 
in itself a relatively new situation in terms of the British tradition. While, as noted in Chapter 2, 
school and youth bands had begun to develop in Britain in earnest in the mid-1900s, brass band 
affiliations with colleges and universities gained ground somewhat later. Even today, information 
about the brass bands active at British universities, or research regarding those ensembles, can be 
somewhat difficult to obtain, as there appears to be no easily accessible research into, or centrally 
                                               
39 Sue Frith Grau, “Horncastle Brass Band: Revising the Banding Myth from the Edges of Rurality,” in Interpreting 
Rurality: Multidisciplinary Approaches, ed. Gary Bosworth and Peter Somerville (London and New York: Routledge, 2014), 
157. 
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located record of, these ensembles. A university setting in England or the United States, which 
typically (although not always) comprises a majority non-working class population, would not have 
been considered a core part of the traditional working-class, commercial/industrial identities that 
were still strongly affiliated with the British brass band tradition in 1981. The University of Illinois 
British Brass Band was established primarily as an educational and performance opportunity for 
University of Illinois students—to meet musical and pedagogical needs. Curnow recalled that great 
players were coming out of the euphonium and tuba studios, and not enough ensembles existed for 
them to put their skills to use; Griffin noted that many of the musicians in the brass band could play 
more, and more challenging, notes in one brass band rehearsal than in a semester of rehearsal for 
another ensemble.40 The British “heritage” aspect of the ensemble was an ancillary concern. 
 
Imagery 
 Imagery plays a small but complicating role in the history of the University of Illinois British 
Brass Band. Printed programs for concerts were of three general types: one, a complete but slightly 
informal program, often produced by typewriter; two, a somewhat more formal program produced 
to School of Music standards; and three, programs for concerts performed in collaboration with 
other entities, such as a church, a high school band festival, or a civic center. Imagery often did not 
exist on the first two types of programs; when it did, photos of musicians and/or instruments were 
part of a standard template representing the work of the School of Music. In the third type, imagery 
occasionally appeared, connoting the setting or content of the concert, such as a swing nestled in 
leafy branches for a concert in the park, or an angel playing a herald trumpet for a Christmas concert 
in a church. A promotional flyer for an April 17, 2006, performance at St. Paul Church in Belleville, 
                                               
40 Griffin, conversation, 13 July 2018. 
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Illinois, featured a Union Jack, the flag of the United Kingdom, on which was superimposed the text 
“British Brass Band, The University of Illinois,” clearly affiliating the ensemble with its British name 
and precedents.41 In 1996, the concert program distributed by the Marion Civic Center Foundation 
included on its cover (see Figure 10) a male musician playing a marching instrument (about the size 
of a front-bell marching euphonium) and wearing a short fur-covered hat that suggests a busby, a 
distinctive piece of headgear associated with particular regiments of the British military and their 
musicians. Directly juxtaposed with this figure is the “block I,” the capital I symbol for the 
University of Illinois, while below that is included a stylized “U of I.”42 Thus alumni pride, British 
military tradition, and perhaps the strong University of Illinois marching band tradition are all 
referenced, while the British brass band tradition is not, possibly indicating that the performance 
genre was unfamiliar to (and/or misunderstood by) the hosts organizing this concert. 
Advertisements by businesses and individuals (including University of Illinois alumni) within the 
program, with text supporting the brass band’s visit, indicate the pride fostered by the concert—the 
only one of the band’s known performances to take place in an indoor civic gathering space. 
                                               
41 Regarding terminology—an important adjunct to imagery—on about half of the University of Illinois British Brass 
Band’s performance programs, the ensemble was listed as “British Brass Band,” while about half the time, “British” was 
omitted. “British” was included most consistently after about 1996, a few years after the design and production of 
program booklets became standardized, perhaps indicating that earlier omissions of “British” were not an ideological 
statement but simply a logistical oversight. It does not appear that any of the conductors purposefully removed “British” 
from the band’s name. Curnow and Griffin both specified that it was important to include “British” to distinguish the 
group from a brass ensemble or brass choir. Curnow noted that this indication that the band was fashioned on the 
British model was important; even if not everyone immediately understood what it meant, the term would help to define 
identity. Griffin, email message to author, 13 November 2018; Curnow, conversation, 11 June 2018. 
42 Relatedly, through August of 1983, the masthead of The Brass Band Bridge included a sketch of an arched stone bridge 
over water, not apparently linked to a particular location but suggesting a rural, older setting, perhaps in England. The 
following words were also included: “bridge: a link, a tie, a connection, an alliance, to band together, to unify, a bond . . . 
. . .” Beginning with the November 1983 issue, the words remained, but the sketch changed to Tower Bridge, London, 
with a caption identifying it as such. The masthead was recognized as a gift from Robert W. Avis, a retired commercial 
illustrator and brass band fan. The Brass Band Bridge 14 (November 1983): 1, http://www.nabba.org/pdf/bridge/014.pdf. 
This sketch remained (although reduced in size) until March 1999, when it was replaced, apparently without written 
comment, with an uncaptioned photo of Tower Bridge. The Brass Band Bridge 75 (March 1999): 1, 
http://www.nabba.org/pdf/bridge/075.pdf. Beginning around 2006, a different American bridge was featured each 
issue for a time. 
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Figure 10: Program cover from April 14, 1996, concert at Marion Civic Center43 
  
 
Sound 
In his introduction to The British Brass Band: A Musical and Social History, Herbert writes of the 
1996 film Brassed Off, which, through the story of a colliery band facing its pit’s closure, brought a 
brief glimpse of both Thatcherite austerity and brass banding to an international cinema audience, 
                                               
43 University of Illinois Bands files [currently uncatalogued]. 
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albeit in a fictionalized way. In using a brass band to help illustrate “the tension between continuity 
and change,”44 Herbert believed the creators of the movie chose well: 
These issues were evident not just in the sound world of the band, which audiences 
throughout the world found impressive and moving. Indeed many critics commented on the 
most moving scene in the film, which came when the band played the Londonderry Air 
outside the conductor’s hospital window. The homogenous sonorities captured much of the 
essence of the brass band idiom, and in so doing conjured in the viewer’s mind—
unconsciously perhaps—resonances of place, class, and time. Such associations have been 
utilized by many image makers, and they are easily drawn because of the distinctiveness of 
the brass band sound and the very real way in which brass bands, musically and socially, 
show evidence of their nineteenth-century origins.45 
The extent to which a brass band’s listener—or viewer—would understand this “evidence of their 
nineteenth-century origins” would depend on that person’s cultural background, and especially so in 
Central Illinois. However, Herbert’s words do provoke thought about sound: that a brass band’s 
instrumentation and instrument technology—deriving from and anchored in specific technological 
and socio-economic situations in the nineteenth century—create its sound, with that sound thus 
embodying its history; and that while this sound has evolved over time, it has remained for the most 
part consistent, and depending on the context and the repertoire it still evokes in some or many 
hearers cultural memories and associations.46 
                                               
44 Trevor Herbert, “Introduction,” in The British Brass Band: A Musical and Social History, ed. Trevor Herbert (Oxford: 
Oxford University Press, 2000), 2. 
45 Ibid. 
46 For some listeners the association is historic, based on their own direct experience, while for others perhaps the 
associations have been shaped by the ways in which brass band sounds have been used by media, filmmakers, and so on. 
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 Each of the conductors of the University of Illinois British Brass Band spoke of the need to 
foster a genre-appropriate sound for the band; each, naturally, approached this work differently. For 
Curnow, cornet sound and technique was key and presented a challenge, since trumpet was much 
more prevalent than cornet in American training.47 Curnow recalled that he continually coached the 
cornet section, seeking darker and lighter sounds, particularly for fast passages, which the American 
players tended to approach with heavy articulation. Curnow asked the musicians to play double- and 
triple-tongue passages “lightly, and with a cornet approach to it, that beautiful British cornet 
sound.”48 Curnow did not, however, want the band’s players to emulate the often to-the-fore vibrato 
that could be found in British ensembles of the time.49 Curnow noted the 1984 joint concert with 
the Salvation Army Chicago Staff Band as a good opportunity for the University of Illinois players 
to hear a developed cornet sound.50 The results of this work on sound were mentioned in the 
following review, found in the November 1986 The Brass Band Bridge, of the two LPs In Concert with 
the University of Illinois British Brass Band: 
These two recordings are all from live performances. This speaks well for the University of 
Illinois British Brass Band and their conductor, James Curnow. The conductor points out 
                                               
47 Concert band/wind band music (both written in the past and contemporary) often contains distinct parts for cornet 
and trumpet; contemporary American bands tend to use trumpets to cover both the cornet and trumpet parts. Begian 
spoke with Hile about the practice of using cornets for cornet parts and trumpets for trumpet parts: “There is a richer 
sound in a band that uses cornets because of the lyrical quality of the cornet differentiated with the percussive, orchestral 
sound of the trumpet.” James William Hile, “Harry Begian,” (EdD diss., University of Illinois at Urbana-Champaign, 
1991), 163. 
48 Curnow, conversation, 11 June 2018. 
49 Vibrato use in British brass bands has changed over time and could serve as the topic of a full and separate study, as 
could a comparison of sound between British-style brass bands in different parts of the globe. In the May 1990 Brass 
Band Bridge, a book review of Heralds of Victory by Ronald W. Holz refers to a 1968 tour by the Salvation Army New York 
Staff Band (NYSB) to England: “At Royal Albert Hall in London the NYSB was joined by The International Staff Band, 
the Wellington Citadel Band from New Zealand, and the Portsmouth Citadel Band. Two famous British brass band 
composers heard the concert and compared the sound of the NYSB with their counterparts. Edward Gregson wrote 
‘the sound of this band, with its general lack of vibrato and mellow tone, is most appealing, at least to this writer’s ear’ 
(p. 127). Eric Ball evaluated the sound of the NYSB as ‘a quite different sound—lighter, brighter in texture, but still valid 
musically’” (p. 127). Paul Droste, “Book Review,” The Brass Band Bridge 40 (May 1990): 17, 
http://nabba.org/pdf/bridge/040.pdf. 
50 Curnow, conversation, 11 June 2018. 
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that these selections are recorded from as far back as five years ago when the U of I British 
Brass Band was first founded and so . . . ‘you may notice some conceptual growth 
particularly in the cornet sound.’ When one listens to these recordings this change and 
maturation is quite obvious. It is delightful to see the cornet sound develop and mature as it 
does. Those wanting to have some of the first recordings made in the United States by a 
non-Salvation Army brass band should write right away and order these two fine 
recordings.51 
Curnow’s successor, Hile, also found British cornet sound to be a new and different concept 
to cornet players in the University of Illinois British Brass Band. Birdwell spoke of working from the 
basics, to get the best tone and intonation possible on the brass band’s instruments, some of which 
were new to the students playing them (tenor horns, baritones, and so on). He encouraged players 
more novice in the style to listen to those in the group with more experience and grow into the next 
level.52 Birdwell also sought to explore “the wonderful expressions, and the colors, and the 
dynamics, and the spirit” of the repertoire. He did not pursue the quick, prominent British vibrato 
of the time but instead adopted the context-based vibrato approach more familiar to American 
players and audiences, thus creating an amalgam between British and American sound.53  
Griffin found that two instrumentation adjustments helped the ensemble achieve the sound 
he sought. First, as mentioned in Chapter 4, the move was made from E-flat cornet to a large-bell E-
flat trumpet, an instrument that performed better for the players and that still produced a dark 
                                               
51 J. Perry Watson, “In Concert with the University of Illinois British Brass Band,” The Brass Band Bridge 23 (February 
1986): 2, http://www.nabba.org/pdf/bridge/023.pdf. 
52 Mentorship might be seen as one area of continuity with tradition for the University of Illinois British Brass Band. 
British band members often learned from peers, not through a formal educational system, and brass band activity tended 
to run in families, with children starting very young, often coached by family members. In the University of Illinois 
ensemble, past conductors mentored current ones, current conductors mentored conducting students, and students with 
some brass band experience served as models for those without. 
53 John Cody Birdwell, phone conversation with author, 14 August 2018. 
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sound. Second, because of response problems from the program’s E-flat and B-flat basses—and 
with no funds to purchase new instruments—Griffin, in consultation with tuba professor Mark 
Moore, moved the band to the F and C basses that band members owned. Griffin reported that the 
ensemble’s sound markedly improved—the intonation base was better, and the tubists were more 
comfortable and fluent on the instruments and able to accomplish more. As with other adaptations 
made by the ensemble’s conductors over the years, a decision was made that might alter 
“authenticity” somewhat but would serve the music. In general, Griffin pursued a dark sound 
throughout the range of dynamics, taking care not to get “edgy” in louder dynamics. He stated: 
. . . as far as the overall sound, my whole concept is not to let it get bright. Some of the 
British brass stuff can get a little edgy at times, especially when they get really loud. But it can 
also be dark and beautiful, and I chose to stay with that dark sound as much as we could 
throughout the dynamic range. In order to do that, I took the idea from the way Harry 
Begian used to put the band together. You start with the middle voices and then you add to 
that the top and bottom. When you only listen to the melody and the bass, you tend to 
forget about the richness that really makes it happen, and that’s in the middle. I’ve done this 
with concert bands too since playing with Begian; he’s concentrating here, and when he does 
that then you start to hear this big fullness of sound that you don’t hear when you don’t pay 
attention to that. When you build your sound from the middle out, you get this richness and 
fullness of sound that you wouldn’t get if you approach it otherwise. That’s how we 
approached our sound. So, did I listen and did the members listen to British bands? 
Absolutely. Did they listen to other American bands? Not sure, but I listened to a few of 
them, I’d listen to some Salvation Army groups and some others. But really it was, what are 
we going to do? We weren’t trying to copy somebody, we were trying to be our own entity. 
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That’s what we did. With an emphasis on “anybody can play loud.” When you go and you 
hear the Chicago Symphony brass by themselves, is it the loudness that really wows you? 
No. It’s the fact that they can play so clean, soft. And we really went after that, and it took 
time, but when you got it and you applied it to the rest of the dynamic range it was just like, 
holy smokes . . . 54 
The University of Illinois British Brass Band clearly took as its model the British brass band 
and its characteristic sound. At the same time, when necessary for recruitment or technical/musical 
demands, adjustments to equipment and style were seen as appropriate. Hile’s arrangements created 
for the group experimented with works not widely found in the brass band repertoire, such as 
Britten’s Variations and Fugue on a Theme of Henry Purcell (“Young Person’s Guide to the Orchestra”). 
In this way, the band built on its British heritage while creating its own aural identity. 
 
Commitment and Challenge 
One area in which the University of Illinois British Brass Band seemed to hold with tradition 
might be termed “commitment.” Every conductor of the ensemble indicated that the student 
musicians wanted to be challenged. Birdwell described it: “They were into the music and wanted to 
take it on.”55 Hile said, “They wanted to be challenged. They wanted to play great literature. They 
wanted to play technical stuff. The players just ate that stuff up. They liked that challenge.” At the 
same time, Hile needed to created balanced programs that contained technically challenging works 
but a variety of types of pieces as well.56 Griffin spoke of the sense of ownership and support within 
the group; during rehearsals, members would suggest ideas and approaches and would praise a 
                                               
54 Griffin, conversation, 13 July 2018. 
55 Birdwell, conversation, 14 August 2018. 
56 Hile, conversation, 14 August 2018. 
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fellow musician for a job well done or offer encouragement when a passage was rough. Griffin 
recalled, “We all had this passion for doing the absolute best we could on this music that was very 
difficult. And that was the fun of it.”57 This sense of ownership and committed participation points 
up the nature of the brass band as a quasi-chamber ensemble, with one or two performers on a part 
and requiring both strong individual technique and musicianship, and sensitivity to ensemble 
playing. 
This paper did not seek to survey the previous experiences or attitudes of students who 
participated in the University of Illinois British Brass Band, nor did it attempt to determine what 
aspects kept them involved with the ensemble. Based on the conductors’ observations, it appears 
that many (not all) students were unfamiliar with the British brass band tradition, but attended a 
rehearsal of the University of Illinois British Brass Band, then “got hooked” on the repertoire and 
the experience and became deeply committed—the music mattered to them. Indeed, this also 
happened to three of the conductors—Griffin when he was an undergraduate student member of 
the band, and Hile and Birdwell when the band’s conductorship was assigned to them. Although 
they encountered the University of Illinois British Brass Band with no previous knowledge of the 
genre, their experiences sparked their desire to learn more and to remain involved with brass bands, 
whether at the University of Illinois or elsewhere. 
 
 
 
 
 
                                               
57 Griffin, conversation, 13 July 2018. Griffin also remarked, “It was a whole different way of listening. You had to listen 
differently—as a euphonium player, playing in the second row, what’s that all about? ‘Don’t we sit back there? No, you 
sit up here.’” 
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CHAPTER 7: CONCLUSION 
The University of Illinois British Brass Band Legacy 
 The University of Illinois British Brass Band was an early entry into the modern United 
States brass band scene and as of 2016 was reported as being the second-longest-running American 
university brass band known.1 Receiving support of various kinds from its sponsoring department, 
particularly but not only in the form of an assigned faculty conductor, the band presented at least 95 
performances in its continuous thirty-year history, in Champaign-Urbana and the statewide region. 
Beginning as a full-year ensemble with a variable performance schedule, the group eventually 
adopted a spring-semester schedule with a near-end-of-semester performance augmented by 
occasional tours. Members included students majoring in music and in other subjects, both 
undergraduate and graduate. Those who studied music went on to become educators, professional 
performers, administrators, and more. One person who played in the band during its first few years, 
David Bilger (cornet), said, “It was exciting to get the opportunity to play in a British brass band at 
that time. The repertoire is fascinating, and playing the E-flat cornet part was a big challenge. 
Searching out the blend with that group provided a chance for musical growth, and we played a 
great diversity of repertoire.” Before he joined the ensemble, Bilger was aware of recordings of well-
known British brass bands such as Black Dyke. When asked about what it was like to encounter this 
new group to play in, particularly as a trumpet/cornet player, Bilger replied, “There was a great 
tradition of American cornet playing in the U of I Bands, and that made the transition to British-
style cornet playing much easier. I found the transcriptions of both famous concert band music 
(Holst, etc.) and orchestral music (Mendelssohn Italian Symphony) to be less fascinating than the 
                                               
1 The only group with a longer continuous history was at North Carolina State University, formed by NABBA co-
founder J. Perry Watson in 1965. Mark Amdahl Taylor, “British-Style Brass Bands in U.S. Colleges and Universities” 
(DMA diss., University of North Texas, 2016), 105. 
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music originally written for the ensemble (Gregson).” A member of the University of Illinois British 
Brass Band 1981–1984, since 1995 Bilger has held the principal trumpet position of the Philadelphia 
Orchestra.2 
 For its conductors, members, and audiences, the University of Illinois British Brass Band 
represented both tradition and modernity, as well as English and American cultures. Seen by many 
players as an unusual and exciting opportunity to hone their existing skills and develop new ones, 
the band engaged most heavily with repertoire of the previous fifty years while also performing older 
works. It served as a pedagogical tool for developing musicianship and technique in its members 
(and conductors) while also performing an outreach and recruitment role—representing University 
Bands, the School of Music, and the University of Illinois—that could be compared to the 
traditional role of civic representation many British brass bands have played. Those making music in 
                                               
2 David Bilger, email message to author, 16 September 2018. Another alumnus of the ensemble, Kevin Stees (tuba), 
joined the University of Illinois British Brass Band without knowledge of the brass band tradition other than perhaps 
having heard a couple of recordings. He knew Edward Gregson as a composer through Gregson’s Tuba Concerto, but  
was unfamiliar with brass band repertoire or with how the sound should differ from that of a brass choir. In an interview 
for this dissertation, Stees remembered his experience in the University of Illinois British Brass Band playing works by 
Gregson, Ball, and Langford, and noted, as had Curnow, the remarkable advances in the skill of brass bands that have 
occurred over since the early 1980s. Stees noted in particular that at the time he played Gregson’s Connotations in the 
University of Illinois British Brass Band (1982), it was considered one of the more difficult pieces even for top British 
competition bands to play. The work is still used as a contest piece, but in 2018 is likely to be found in a “lower” section, 
not at the “championship” level of difficulty. The James Madison University (JMU) Brass Band, of which Stees is the 
founding conductor, now plays Connotations without unusual effort.  
When Stees began his teaching work at JMU, his job description did not include conducting a brass group. 
However, he established a brass ensemble and conducted brass groups of various types before, in 2000, focusing on the 
formation of a British-style brass band; he did this to accommodate the number of students who wished to participate 
and to play more new repertoire than was being written for other types of brass ensemble. In early concerts of the JMU 
Brass Band, trumpets and French horns were used, until the band could obtain cornets and tenor horns. The JMU Brass 
Band rehearsed three times a week, both fall and spring semesters. As Stees formed the group and began to explore 
repertoire, he telephoned Peter Griffin, with whom he had played in the University of Illinois British Brass Band and 
who had since become the conductor of that band, to ask what works Griffin was using. Stees estimated that in its first 
couple seasons the JMU Brass Band’s programming was thus probably quite similar to the repertoire of the University of 
Illinois British Brass Band, which tended towards classic brass band compositions. As Stees became more established, he 
continued his research and began to program works that were only a year or two old.  
Stees also conducts a non-university British-style brass band, the Massanutten Brass Band, which he founded in 
2001. When Stees talks with these groups about brass banding—at the beginning of a season, for example—he brings up 
Curnow and the early-1980s University of Illinois British brass band experience. To Stees, Curnow as the band’s founder 
brought to the group credibility from the beginning, because of Curnow’s previous brass band experience. Stees recalled 
that even from the group’s start, Curnow was certain of what he was looking for and the sound that he desired. 
Information in this note came from Kevin Stees in a phone conversation with author, 18 December 2018. 
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or hearing the band encountered it with different amounts of experience: as complete novices to the 
genre, as casually familiar with brass bands, or as already-recognized accomplished brass band 
aficionados or musicians, whether in secular or Salvation Army settings. Although it did not 
participate in competitions, the University of Illinois British Brass Band maintained significant 
contest-related works in its repertoire. Together, the conductors and members of the band evaluated 
strategies for how best to do justice to the repertoire, implementing changes to the instrumental 
tradition when deemed necessary and appropriate. 
 The band’s founding conductor, James Curnow, began his association with the group having 
significant brass band experience already in hand, and since leaving the University of Illinois he has 
stayed deeply involved with brass banding as a conductor, composer, and adjudicator. Curnow’s 
successor, James Hile, came to the University of Illinois British Brass Band with no brass band 
experience at all. He stated that conducting the ensemble was a tremendous challenge and growth 
opportunity for him; because of the skilled personnel in the band, it was also an unexpected 
opportunity to conduct a top-level University of Illinois group. Hile said the experience sparked 
“love and respect for the brass band” in him; he went on to conduct North Carolina’s Triangle Brass 
Band among other ensembles. John Cody Birdwell reported that his Illinois brass band experience 
stayed with him, particularly as several British-style brass bands are active in Kentucky, where he has 
been Director of Bands at the University of Kentucky since 2004.3 Birdwell saw a strong connection 
between brass band history and culture and modern concert band history and culture, and he has 
shared his brass band experience with students and colleagues throughout his career as appropriate. 
When interviewed in summer 2018 for this dissertation, Birdwell said: 
                                               
3 Such as Lexington Brass Band, Brass Band of Louisville, Commonwealth Brass Band, River Brass, Derby City Brass 
Band, and more. Danville, Kentucky, hosts the annual Great American Brass Band Festival (founded 1989), which 
features British-style brass bands (both Salvation Army and secular) and other genres of brass performance. 
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We are starting rehearsals a week from tomorrow, and the first piece we’re going to read out 
of the chute is the Philip Sparke Celebration, which is a hard, hard piece. We’re doing it for a 
celebration concert and are going to put it together in seven rehearsals—and I’ll explain to 
them what this piece is, and how it’s very similar to brass band music, that this all sort of 
grew out of the brass band tradition because that’s where the composer came from.4 
Peter J. Griffin still feels “a lot of love and loyalty” to the University of Illinois British Brass 
Band, his colleagues when he was a student member, and those who were students when he was 
conductor. He recalled, “The students were fantastic, not just as musicians and players but as human 
beings. They were good ambassadors for the brass band. I run into them up here often, and they 
always ask, ‘When are you gonna start a brass band?’”5  
 
Changed Circumstances: 1976 Plus 40 Years 
 In February 2016, the prestigious Cory Band from Wales again toured the United States, 
forty years after their 1976 American bicentennial tour, performing concerts and giving 
masterclasses and clinics (a form of education which, for British bands, gained traction in the 
1990s).6 Tour support from long-time French/English brass instrument manufacturer Besson 
showed the continuing relationship between commerce and brass banding. The two tour programs 
evinced a tradition of repertoire that incorporates a strong portion of entertainment; the repertoire 
                                               
4 Sparke, born in London and a graduate of the Royal College of Music, has composed for both wind band and brass 
band throughout his career, but in earlier years was more prominently known for his brass band works. “Biography,” 
“Concert Band,” and “Brass Band,” on Philip Sparke’s website, accessed 4 November 2018, 
http://www.philipsparke.com/biography.htm, http://www.philipsparke.com/concert%20band.htm, and 
http://www.philipsparke.com/brass_band1.htm.  
5 Information in this paragraph from Peter J. Griffin, phone conversation with author, 13 July 2018; J. Cody Birdwell, 
phone conversation with author, 14 August 2018; Hile, phone conversation with author, 14 August 2018. 
6 Roy Newsome, The Modern Brass Band: From the 1930s to the New Millennium (Aldershot: Ashgate, 2006), 219. 
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also pointed both to the British landscape and a new frontier, as Music Director Philip Harper 
announced prior to the tour: 
We have devised two themed concert programmes which aim to show the American 
audience just what a 21st Century British-style brass band is capable of. In our ‘Best of 
British’ showcase we will include music from England, Scotland, Ireland and Wales such as 
Men of Harlech, Riverdance and Gilbert and Sullivan’s The Yeoman of the Guard, as well as 
featuring an eclectic mix of music from Malcolm Arnold, the James Bond movies and rock-
group Queen.  
The second themed show is called ‘A Space Odyssey’ and will featuring [sic] music 
from movies Star Wars, Star Trek, E.T. and 2001: A Space Odyssey, as well as celestial-themed 
pieces such as Hoagy Carmichael’s Stardust and “Mars” from Gustav Holst’s The Planets Suite. 
Both concerts will feature the usual array of dazzling soloists and, in the light of our 
recent success at the Brass in Concert competition in the UK, we will also give audiences a 
chance to hear our ‘Four Elements of the Universe’ programme, featuring music depicting 
Fire, Air, Water and Earth. We are all looking forward to a great musical adventure where we 
will make many new friends.7 
 In contrast to the mining communities and historical locations where the band performed in 
1976, five of the six concerts took place at American universities, several of which had their own 
brass bands. Triangle Brass Band, an American non-university-affiliated brass band, sponsored the 
                                               
7 “American Tour Details Announced,” on Cory Band website, accessed 10 October 2018, 
http://coryband.com/american-tour-details-announced. According to its own site, “Cory Band is the World’s best brass 
band, proud to be leading this traditional form of amateur music-making into a new era.” “This is the Cory Band,” on 
Cory Band website, accessed 22 October 2018, https://coryband.com/this-is-the-cory-band. 
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remaining concert at a Raleigh performing arts center.8 After the tour, the organization estimated 
that the British-style brass band genre was new to about 75% of the tour audiences. Cory Music 
Director Philip Harper said, “It was fascinating and invigorating to discover more about the thirst of 
Americans to learn about our particular British brass bands.”9 Brass bands in the United States in 
2016 were better known and better established than in 1976, but evidently to many listeners the 
genre was still unfamiliar. 
 Another illustration of changing times can be seen by way of the August 2018 appointment 
of British euphonium player and brass band conductor David Childs as Professor of Euphonium at 
the University of North Texas.10 Childs is a member of a British brass banding “dynasty” family, and 
in this family are reflected the changing socio-economic conditions surrounding brass banding in 
Britain. David Childs’ grandfather, John Childs (a euphonium player), was born in Tredegar, Wales, 
worked in mining, and conducted brass bands, including leading the Tredegar band to major wins in 
Welsh and British national competitions in the 1970s. His son, Nicholas (b. 1961), recalled: 
Dad was an overman in the pit—an important job—and he rehearsed the senior Tredegar 
Band band on Mondays, juniors on Tuesdays, learners on Wednesdays, seniors on 
Thursdays, juniors on Fridays; was at a concert every Saturday and was back with the town 
band on Sundays. 
                                               
8 Ibid. The universities were James Madison University, University of Delaware, Mansfield University, Arcadia 
University, and Rowan University. The James Madison University brass band was founded in 2000 by, and is still 
conducted by, University of Illinois British Brass Band alumnus Kevin Stees. 
9 “Cory Wows the States!,” on Cory Band website, accessed 10 October 2018, https://coryband.com/cory-wows-states. 
10 “David Childs,” on University of North Texas website, accessed 10 October 2018, https://music.unt.edu/faculty-and-
staff/david-childs. Childs replaced the retiring Brian Bowman, who had held the position since 1999. The role of 
“euphonium professor”—as opposed to euphonium/tuba professor or low brass professor—is rare in the United States, 
partially because faculty members are often assigned to play in a faculty brass quintet (in which euphonium is rarely 
used). 
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He did get paid, though: £52 a year!11 
 John’s father required Nicholas to work in the colliery as an apprentice fitter-turner: “Dad 
said I had to have a proper job before I could think of a career in music.”12 (Nicholas eventually did 
pursue and excel at the musical career, as a euphonium player and conductor.) Nicholas’ brother, 
Robert (b. 1957), left school in 1973 at age fifteen and worked as an engineer13 at factories and 
mines including at Grimethorpe Colliery, while gaining high repute in Britain and internationally as a 
euphonium soloist and in duet work with Nicholas. In the mid-1980s Robert was able to leave his 
industrial work to become a peripatetic brass teacher for the East Riding of Yorkshire Schools’ 
Music Service, while still performing. In the mid-1990s, in his forties, Robert earned a Master’s 
degree at Leeds University—his first academic work since he had left school at age 15 in 1973—and 
became a euphonium professor at the Royal Northern College of Music and the University of 
Leeds.14 Robert’s son David Childs (b. 1981) at age sixteen became principal euphonium of 
Brighouse and Rastrick Band (the organization Harry Begian had likely visited in Britain in 1981); he 
started studies at the Royal Northern College of Music at age eighteen.15 In the year 2000, David 
Childs on euphonium won the 2000 BBC Young Musician brass semi-final and went on to perform 
with the BBC Philharmonic Philip Wilby’s Euphonium Concerto—originally scored for brass band.16 
                                               
11 “Conducting is Childs Play for Professor Nick,” Oldham Evening Chronicle, accessed 4 November 2018, 
https://www.oldham-chronicle.co.uk/news-features/101/features/88632/conducting-is-childs-play-for-professor-nick. 
A colliery overman was a supervisory role dealing directly with pit operations. 
12 Ibid. 
13 Engineer here refers to the British usage of the term as a type of tradesperson, rather than one who has received 
academic training in an engineering discipline. For a brief discussion, see 
https://www.theguardian.com/science/blog/2013/sep/19/engineer-dont-be-shy. 
14 “Robert Childs,” on Brass Band of Columbus website, accessed 4 November 2018, 
https://www.brassbandofcolumbus.org/robert-childs. 
15 Newsome, Modern Brass Band, 338. 
16 In the year 2000, the BBC had banned euphonium from its BBC Young Musician competition. A successful campaign 
led by Robert Childs and Steven Mead reversed the decision. Ibid., 219. The work was composed for Robert Childs’ 
University of Leeds Master’s exam and was first performed for the exam committee in June 1996, with Robert Childs on 
euphonium and the composer on piano. Joel M. Collier, “The Origins and Development of the Euphonium Concerto 
with Brass Band” (DMA diss., James Madison University, 2016). 
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David Childs is an Associate of London’s Royal College of Music and has served on the faculty of 
the Royal Welsh College of Music & Drama and the Birmingham Conservatoire.17 Interestingly, his 
website states that he is “a proud product of the British brass band movement.”18 While this is surely 
true, does the need to state this sort of pride hark back to days when brass banding was seen by 
some as an inferior musical activity? 
 While I do not place a value judgment on any of the careers or paths pursued, we can see in 
the Childs family a changing palette of life possibilities, from John’s generation, in which music 
augmented industrial work; to that of second-generation Robert, in which an academic and musical 
career could be pursued only later in life; to that of third-generation David, who it appears was able 
to step onto a professional academic and musical path at an early age.  
In the early to mid-1980s, as mining and other industries in Britain irrevocably changed, 
Robert had left industrial work. At the same time in the United States, the North American British 
Brass Band Association, the University of Illinois British Brass Band, Pittsburgh’s River City Brass 
Band, and many other American brass band organizations were being formed. One has to wonder if 
there is a connection between the British socio-cultural shifts of that time that changed the identity 
of British brass banding and the fact that brass bands began to thrive across the water in the same 
time period. 
 
A Brief Revival 
 In the spring of 2018, a newly constituted University of Illinois Brass Band—without 
“British” in the name—performed two concerts, one at McKinley Presbyterian Church on March 14 
                                               
17 “About David Childs,” on David Childs’s website, accessed 4 November 2018, http://www.davechilds.com/about-
david-childs/david-childs. 
18 Ibid. 
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and one at Krannert Center in the Foellinger Great Hall at Krannert Center on May 2. The 
ensemble’s description in spring 2018 was: 
Comprised of roughly thirty students, the Brass Band performs a varied repertoire of brass 
literature. The ensemble works with both [sic] a flexible “pool” concept so that each work in 
the curriculum is staffed with the instrumentation envisioned by the composer. Concerts for 
the Brass Band will be shared with other groups, but occasionally the group may perform at 
special events. The Brass Band is open to music majors and non-majors by audition, and is 
only offered in the Spring semester.19  
The text notes a group of about the same size as the University of Illinois British Brass Band, still 
open to music majors and non-majors, but differences exist: concurrent registration in another 
University of Illinois band is not mentioned, but most significantly, neither are British brass band 
instrumentation and repertoire. Works performed at the two concerts included some with British-
style brass band instrumentation (such as Philip Sparke’s Year of the Dragon, performed with tenor 
horn, baritone, etc.) but also pieces arranged for brass ensemble/brass choir (Fillmore’s Circus Bee 
March and The Beatles’ Blackbird and I Am the Walrus, performed with French horn, no baritone, 
etc.). The identity of the group in this brief period straddled an area between brass band and brass 
choir. The experiment has not been repeated at the time of this writing. 
Solid pedagogical and logistical reasons exist at the University of Illinois for running a brass 
band that focuses on the British-style instrumentation described in this paper—including the 
possibility of a cohesive, consistent engagement with brass banding’s challenging repertoire, which is 
continually expanding; the experience of finely honing sound and communication with colleagues in 
a fixed-personnel, quasi-chamber ensemble; the potential of the band as a touring and recruitment 
                                               
19 “Brass Band,” on University of Illinois Bands website, accessed 17 February 2018, 
https://www.bands.illinois.edu/brass-band. 
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group; and more. On the other hand, benefits are also to be found in a brass choir/brass ensemble-
style group that allows more flexible instrumentation. To fully restart the University of Illinois 
British Brass Band would require resources such as a conductor’s time and expertise, financial 
support, conditioning and maintenance of instruments owned by the university, investigation and 
replenishment of the ensemble’s library, the investment of students’ time, and more. Returns for the 
university could include students’ expansion of their skills—individually and as ensemble players; 
professional development for conductors; a connection with an active American brass banding 
culture if that is desired; and the ability of this fairly “portable” ensemble to engage a variety of 
audiences, including helping student band members and their listeners to learn more about the 
group’s British heritage, American precedents, and so on. In addition, the high level of passion for 
and commitment to the University of Illinois British Brass Band that was expressed and 
demonstrated by its conductors and members could perhaps indicate that student participation in 
the band deepened the relationship of these musicians both with their craft and with the University 
of Illinois, an effect that may have remained as these musicians moved into and through their 
careers. Based on research for this dissertation, my belief is that the return on the investment 
necessary to reestablish the band would be worthwhile. 
 
Future Research 
 This dissertation has focused on the University of Illinois British Brass Band, 1981–2011, 
including its British antecedents and ongoing cross-fertilization from the UK. The material 
documented here suggests other topics for future research. Many facets of sound could be explored, 
including studying the University of Illinois British Brass Band and other American and British brass 
bands to learn about characteristics of style and timbre over a time period, or in a region, or across 
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countries or continents. The intertwining of the Salvation Army and secular brass band traditions 
and their effects upon each other could be further researched. Information about brass band 
members of the past in Britain, as individuals, can be difficult to find—sometimes, ample facts are 
provided about contests, and some about touring and repertoire, but much less information about 
band members’ professions and circumstances. Although recent years have brought significant 
scholarship to the study of British brass bands—much of which has been consulted for this 
dissertation—the field still shows effects of the “establishment’s” ignorance and neglect of this 
initially working-class, British phenomenon.  
Repertoire knowledge could spin off a number of studies and benefit performance. Likewise, 
a look at pedagogy could reveal important insights for teachers: both how band members learn (and 
in the past have learned) the skills required to succeed in this type of ensemble, and what merit the 
band experience brings to players in their endeavors outside of the group. Histories, such as this 
one, of other brass bands could not only reveal insights about the organization studied but also 
provide data for comparative studies. 
One thread that appeared throughout my research was the importance of/desire for adult, 
amateur music-making, and the disparity in American culture between the percentage of the 
population that participates in music-making as school-age students and the percentage that 
participates as adults (considerably less participate as adults). Over different time periods and in 
work by different authors, the connection between brass bands and adult, amateur music-making 
was mentioned, suggesting that brass banding has served a need for such activity in multiple 
countries and cultures.20 University of Illinois British Brass Band alumnus Kevin Stees (now a brass 
                                               
20 For example, see Violet Brand, “A Hobby for Life,” in Violet and Geoffrey Brand, eds., Brass Bands in the 20th Century 
(Letchworth, Hertsfordshire: Egon Publishers Ltd., 1979), 21; and Douglas Smith, “An American View of 
Marlborough’s Sounding Brass Course,” The Brass Band Bridge 6 (November 1981): 2-3, 
http://nabba.org/pdf/bridge/006.pdf.  
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band conductor) believes that British brass bands bring particular significant characteristics to adult 
amateur music-making. In our interview, he noted that fully amateur brass bands do not exclude 
professional musicians—professionals do play in various ensembles; they just aren’t paid for that 
participation—and that British brass band culture has encouraged a commitment to strive for 
excellence at every level of player skill (meaning the desire to prepare and play as well as one 
possibly can, regardless of whether one’s band would be considered a top-level band or not).21 The 
topic of adult amateur music-making has a much broader reach than brass bands, but future studies 
of such ensembles and their members—including the members’ perceptions and motivations; the 
musical and social aspects of brass banding and whether they intersect; and so on—could provide 
one way to approach it.  
An interesting study in parallels and differences could involve the British brass band and the 
American “park” or community band, and their respective roles in community life. Lastly, the 
history of University of Illinois Bands in terms of the organization’s relationship to American music-
making is a rich, largely untapped field of possibility. Further research will, I hope, be undertaken by 
future scholars, as I believe I have established a solid foundation for aspects of such work. 
————— 
I conclude this dissertation with these thoughts about the University of Illinois British Brass 
Band. In 2014 England’s Financial Times led off a story on a “Second Wind for British Brass Bands” 
with the observation, “With their creamy musical tone and smartly uniformed players, British brass 
bands are a living link with the mid-19th century. It’s hard not to think of such amateur 
ensembles—like the one featured in the 1996 Ewan McGregor film Brassed Off—as irredeemably 
old-fashioned.22 In 2014 Britain, that observation certainly might have been true, or it might have 
                                               
21 Kevin Stees, phone conversation with author, 18 December 2018. 
22 Richard Clayton, “Second Wind for British Brass Bands,” Financial Times, 4 July 2014. 
 
 
 
 
160 
been a convenient way for a journalist to begin a story with some kind of cultural reference. The 
history of the University of Illinois British Brass Band here explored suggests no such “old-
fashioned” burden on the ensemble, its conductors, or its players. Through its particular heritage—a 
blend of British and American, secular and Salvation Army brass band roots; contemporary 
American conductors, composers, and arrangers as close affiliates; a small but active national 
movement emerging around it; young, talented students eager to play; and its placement in a strong, 
stable, traditional university wind band program—the University of Illinois British Brass Band 
emerged as an amalgam of tradition and modernity, both “one of the newest and fastest growing 
trends in contemporary collegiate ensembles”23 and a group engaged with a core repertoire neither 
brand new nor very old.  
In this respect, we might recall that Herbert, in his introduction to The British Brass Band: A 
Musical and Social History, spoke of the “resonances of place, class, and time” created by the brass 
band sound in Brassed Off. 24 The echoes of nineteenth- and twentieth-century Britain could certainly 
be heard in the University of Illinois British Brass Band, but for those who made music in it or 
heard it perform during its thirty-year history, resonances of their own particular American Midwest 
could be found in the sonority as well.  
 
                                               
23 University of Illinois Bands files [currently uncatalogued]. 
24 Trevor Herbert, “Introduction,” in The British Brass Band: A Musical and Social History, ed. Trevor Herbert (Oxford: 
Oxford University Press, 2000), 2. 
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APPENDIX A: KNOWN PERFORMANCES  
Performance information was compiled from printed concert programs, newspaper 
accounts, editions of The Brass Band Bridge (newsletter of the North American Brass Band 
Association), scheduling records, contemporary correspondence, and supplemented by interviews. 
This material is held by University of Illinois Bands, The Sousa Archives and Center for American 
Music, Krannert Center for the Performing Arts, the University of Illinois Library, and private 
individuals. Although research has been thorough, it is possible that performances occurred for 
which documentation was not found. 
If an audio recording of the performance is known to exist, this is indicated. (See Appendix 
D for recording holdings information, including data on the two LPs issued from performances 
1981–1985.) Darker horizontal lines denote separation by academic year. The “conductor” column 
reflects the printed sources; if a source contained no conductor name, then square brackets surround 
the name of the ensemble’s conductor during the era of that performance. Where the “Notes” 
column indicates, for example, “no program” or “no roster,” these items might exist but were not 
found during my research. Italics indicate information that could not be confirmed through 
research. 
These four performance locations are on the campus of the University of Illinois at Urbana-
Champaign: 
Harding Band Building (Band Room, Room 141), 1103 S. Sixth St., Champaign, Illinois 61820 
Smith Memorial Hall, 805 S. Mathews Ave., Urbana, Illinois 61801 
Krannert Center for the Performing Arts (KCPA), 500 S. Goodwin Ave., Urbana, Illinois 61801 
Foellinger Auditorium, 709 S. Mathews Ave., Urbana Illinois 61801 
  
 
 
 
 
166 
Concert and repertoire information was collected from several sources and is listed in the table 
below in accordance with the following key.  
 
• (BBB)—Brass Band Bridge, newsletter of the North American Brass Band Association 
(NABBA) 
 
• (HHP)—Harvey Albert Hermann Music and Papers, 1908-2016, Sousa Archives and Center 
for American Music, University of Illinois at Urbana-Champaign  
 
• (KCPA)—Krannert Center for the Performing Arts program archives, University of Illinois 
at Urbana-Champaign 
 
• (NEWS)—various newspapers 
 
• (PRIV)—privately held collections 
 
• (RECD)—documentation found with tape recording 
 
• (RECL)—data determined via listening to tape recording 
 
• (UIB)—University of Illinois Bands files [currently uncatalogued], University of Illinois at 
Urbana-Champaign 
 
• (UND)—University of Notre Dame Archives, South Bend, Indiana 
 
 
Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
15 Nov 1981, 
2:00pm 
(HHP) 
Harding Band 
Building 
James Curnow UI Clarinet Choir 
Harvey 
Hermann, cond.  
Have printed 
program, 
repertoire, and 
roster 
07 Mar 1982, 
4:00pm 
(HHP) 
Recital Hall at 
Smith Memorial 
Hall 
James Curnow 
Ronald Johnson 
(guest cond.) 
UI Clarinet Choir 
Harvey 
Hermann, cond. 
Have printed 
program, 
repertoire, and 
roster 
 
18 April 1982, 
2:00pm 
(HHP) 
Harding Band 
Building 
James Curnow A number of 
ensembles 
participating in 
12th Annual 
Clarinet Choir 
Festival 
 
Have printed 
program, 
repertoire, and 
roster 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
23 Apr 1982, 
9:00pm 
(UND) 
University of 
Notre Dame 
Festival of Brass, 
University of 
Notre Dame, 
Washington Hall, 
South Bend, 
Indiana 
(recorded) 
James Curnow 
Ronald Johnson 
(guest cond.) 
Festival included 
Notre Dame 
Brass Ensemble, 
University of 
Michigan Tuba 
and Euphonium 
Ensemble, 
Clarion State 
College Brass 
Choir, Grace 
College 
Resounding 
Brass, Eastman 
School of Music, 
University of 
Akron Brass 
Choir, Michigan 
State Trombone 
Quartet 
Have printed 
program, 
repertoire, and 
roster 
 
03 Oct 1982, 
3:00pm 
(HHP) 
University of 
Illinois 
Quadrangle 
(outdoors) 
James Curnow UI Clarinet Choir 
Harvey 
Hermann, cond. 
Have printed 
program and 
repertoire, no 
roster 
21 Nov 1982, 
3:00pm 
(BBB) 
(NEWS) 
Harding Band 
Building 
James Curnow  Have repertoire, 
no roster 
15 Mar 1983, 
7:30pm 
(NEWS) 
Dvorak Hall at 
Eastern Illinois 
University, 1860 
7th St., 
Charleston, 
Illinois 
[James Curnow] EIU Festival of 
Brass 
No repertoire, 
no roster 
16 April 1983, 
8:00pm 
(HHP) 
Harding Band 
Building 
James Curnow A number of 
ensembles 
participating in 
13th Annual 
Clarinet Choir 
Festival 
 
 
 
 
Have printed 
program, 
repertoire, and 
roster 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
 
 
24 Oct 1983, 
8:30pm 
(REC) 
Recital Hall at 
Smith Memorial 
Hall (recorded) 
James Curnow UI Octubafest 
Guest Artist 
Recital: David R. 
Werden, 
euphonium, 
assisted by the UI 
Brass Band and 
Garth Roberts, 
piano 
Have printed 
program, no 
roster 
13 Nov 1983, 
3:00pm 
(PRIV) 
Harding Band 
Building 
James Curnow  Have printed 
program, 
repertoire, and 
roster 
25 Mar 1984, 
3:00pm 
(UIB) 
Harding Band 
Building 
[James Curnow]  Have printed 
program, 
repertoire, no 
roster 
08 Apr 1984, 
3:00pm 
Harding Band 
Building 
[James Curnow]  Listed in 1983-84 
concert schedule; do 
not have program or 
recording, cannot 
confirm if occurred 
23 Sep 1984, 
3:00pm 
(PRIV) 
Foellinger Great 
Hall at KCPA 
(recorded) 
James Curnow Salvation Army 
Chicago Staff 
Band,  
William Himes, 
cond. 
Have printed 
program, 
repertoire, no 
roster 
01 Nov 1984, 
8:00pm 
(UIB) 
Ridge Farm, 
Illinois 
James Curnow  Have printed 
program, 
repertoire, no 
roster 
11 Nov 1984, 
3:00pm 
(RECL) 
Recital Hall at 
Smith Memorial 
Hall (recorded) 
James Curnow  Have repertoire 
from recording 
session, no 
roster 
14 Dec 1984, 
11:00am & 
3:00pm 
(PRIV) 
38th Annual Mid-
West National 
Band and 
Orchestra Clinic 
at Hyatt Regency, 
151 E. Upper 
James Curnow  
Russell Hammond 
(guest cond.) 
Ray Sasaki (guest 
artist) 
 Have printed 
program, 
repertoire, and 
roster  
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
Wacker Dr., 
Chicago, Illinois 
 
14 Apr 1985, 
3:00pm 
(PRIV) 
Harding Band 
Building 
James Curnow UI Tuba 
Ensemble 
Fritz Kaenzig, 
cond. 
Have printed 
program, 
repertoire, no 
roster 
08 Dec 1985, 
7:00pm 
(PRIV) 
Harding Band 
Building 
[James Hile]  Have printed 
program, 
repertoire, roster 
13 Apr 1986, 
7:30pm 
(PRIV) 
Faith United 
Methodist 
Church, 1719 S. 
Prospect Ave., 
Champaign, 
Illinois 
James Hile Village Chorale, 
soloists Melanie 
Williams 
(National 
Academy of the 
Arts) & Steven 
Schneider, organ, 
Julie Burt dir. 
Have printed 
program, 
repertoire, and 
roster 
04 May 1986, 
7:00pm 
(PRIV) 
Harding Band 
Building 
[James Hile] Percussion 
Ensemble 
Have printed 
program, 
repertoire, and 
roster 
27 September 
1986, 2:00pm 
(PRIV) 
Hessel Park, 
Kirby Ave., 
Champaign, IL 
James Hile “Music In The 
Park” - Village 
Chorale, 
Ollie Watts 
Davis, 
The Other Guys, 
Hot Pepper Band 
Have printed 
program, no 
repertoire, no 
roster 
07 Dec 1986, 
2:00pm & 
4:00pm 
(KCPA) 
Foellinger Great 
Hall at KCPA 
(Carol Concert) 
James Hile 
James Keene 
UI Choirs  Have printed 
program, some 
repertoire, no 
roster 
11 Dec 1986, 
8:00pm 
(PRIV) 
Recital Hall at 
Smith Memorial 
Hall 
[James Hile]  Have printed 
program, 
repertoire, and 
roster 
10 May 1987, 
7:00pm 
(KCPA) 
Tryon Festival 
Theatre at KCPA 
[James Hile]  Have printed 
program, 
repertoire, and 
roster 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
 
 
 
 
04 Oct 1987, 
3:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
James Hile A Collage of 
Concert Bands: 
UI Second 
Concert Band B 
(Barry Ellis, 
cond.), Second 
Concert Band A 
(Eldon Oyen, 
cond.), First 
Concert Bands A 
& B (James Hile, 
cond.), 
Symphonic Band 
II (Gary Smith, 
cond.) 
Have printed 
program, 
repertoire, no 
roster 
 
02 Dec 1987, 
8:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
James Hile UI Wind 
Ensemble 
James F. Keene, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
06 Dec 1987, 
2:00pm & 
4:00pm 
(KCPA) 
Foellinger Great 
Hall at KCPA 
(Carol Concert) 
James Hile 
James Keene 
UI Choirs  Have printed 
program, some 
repertoire, no 
roster 
17 Mar 1988, 
8:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
James Hile UI Wind 
Ensemble 
James F. Keene, 
cond., 
First Concert 
Band Flute Choir 
Phyllis Danner, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
09 Oct 1988, 
3:00pm 
(UIB) 
Foellinger 
Auditorium 
[James Hile] A Collage of 
Bands: Concert 
Band IIB, 
Concert Band 
IIA, First 
Concert Bands A 
& B, Symphonic 
Band II 
Have flyer or 
program cover, 
no repertoire, no 
roster 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
22 Nov 1988, 
8:00pm 
(RECD) 
Tryon Festival 
Theatre at KCPA 
(recorded) 
James Hile  Have printed 
program, 
repertoire, and 
roster 
 
 
04 Dec 1988, 
2:00pm & 
4:00pm 
(RECD) 
(UIB) 
 
Foellinger Great 
Hall at KCPA 
(Carol Concert) 
(recorded) 
James Hile 
James Keene 
UI Choirs  Have printed 
program, some 
repertoire, no 
roster 
11 Dec 1988, 
7:30pm 
(UIB) 
Faith United 
Methodist 
Church, 
Champaign, 
Illinois 
James Hile Village Chorale, 
Handbell Choir 
Julie Burt, dir. 
Have printed 
program, 
repertoire, no 
roster 
 
10 Mar 1989, 
8:00pm 
(RECD) 
(UIB) 
Tryon Festival 
Theatre at KCPA 
(recorded) 
James Hile UI Clarinet Choir 
Lonnie D. Klein, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
03 Dec 1989, 
7:00pm 
(UIB) 
Recital Hall at 
Smith Memorial 
Hall 
John Cody 
Birdwell 
 Have printed 
program, 
repertoire, and 
roster 
20 Apr 1990, 
8:00pm 
(KCPA) 
(RECD) 
Foellinger Great 
Hall at KCPA 
(recorded) 
J. Cody Birdwell UI Concert Band 
I 
J. Cody Birdwell, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
02 Dec 1990, 
2:00pm & 
4:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(Carol Concert) 
(recorded) 
John Cody 
Birdwell 
UI Choirs  Have printed 
program, 
repertoire, and 
roster 
04 Dec 1990, 
8:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
John C. Birdwell 
Peter Griffin 
(guest) 
UI Concert Band 
I 
John C. Birdwell, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
16 Apr 1991, 
8:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
J. Cody Birdwell 
Peter J. Griffin 
(guest cond.) 
UI Concert Band 
I 
J. Cody Birdwell, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
Peter J. Griffin, 
guest cond. 
 
10 Nov 1991, 
7:00pm 
(RECD) 
(UIB) 
Recital Hall at 
Smith Memorial 
Hall (recorded) 
J. Cody Birdwell 
Peter Griffin 
(guest cond.) 
UI Clarinet Choir 
Margaret 
Donaghue, cond. 
Have printed 
program, 
repertoire, and 
roster 
 
 
08 Dec 1991, 
4:00pm & 
7:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
(Carol Concert) 
J. Cody Birdwell UI Choirs  Have printed 
program, some 
repertoire, roster 
24 Apr 1992, 
8:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
J. Cody Birdwell 
Robert Foster, Jr. 
(guest cond.) 
Peter Griffin 
(guest cond.) 
UI Concert Band 
I 
J. Cody Birdwell, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
19 Nov 1992, 
8:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
J. Cody Birdwell UI Concert Band 
I 
J. Cody Birdwell, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
06 Dec 1992, 
2:00pm & 
4:00pm 
Foellinger Great 
Hall at KCPA 
(Carol Concert) 
[J. Cody Birdwell] UI Choirs  Empty dated folder 
found in Bands 
programs file 
cabinet; do not have 
program or 
recording, cannot 
confirm if occurred 
22 April 1993, 
8pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
J. Cody Birdwell 
Chris Harmon 
(guest cond.) 
Mark Moore 
(guest artist) 
UI Concert Band 
I 
J. Cody Birdwell, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
23 Nov 1993, 
8:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
J. Cody Birdwell 
Christopher 
Harmon (guest 
cond.) 
Michael Ewald 
(guest artist) 
UI Concert Band 
I 
John Cody 
Birdwell, cond. 
 
Have printed 
program, 
repertoire, and 
roster 
 
05 Dec 1993, 
2:00pm & 
4:00pm 
(KCPA) 
Foellinger Great 
Hall at KCPA 
(Carol Concert) 
John Cody 
Birdwell 
Dean Westman 
(guest cond.) 
UI Choirs 
 
Have printed 
program, 
repertoire, and 
roster 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
Chris Hulett 
(guest cond.) 
Chris Harmon 
(guest cond.) 
 
26 Apr 1994, 
8:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
John Cody 
Birdwell 
Van Mathews 
(guest cond.) 
Mark Walker 
(guest cond.) 
UI Concert Band 
I 
John Cody 
Birdwell, cond. 
Have printed 
program, 
repertoire, and 
roster 
 
01 May 1994, 
1:45pm 
(UIB) 
Sunken Gardens 
at Allerton Park, 
515 Old Timber 
Rd., Monticello, 
Illinois 
J. Cody Birdwell Spring Pops 
Concert: UI 
Symphonic Band 
II 
Have printed 
program and 
roster, no 
repertoire 
29 Nov 1994, 
8:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
Peter J. Griffin UI Concert Band 
I 
Peter J. Griffin, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
04 Dec 1994, 
2:00pm & 
4:00pm 
(KCPA) 
Foellinger Great 
Hall at KCPA 
(Carol Concert) 
Peter J. Griffin UI Choirs  Have printed 
program, 
repertoire, and 
roster 
30 Apr 1995, 
3:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
Peter J. Griffin UI Concert Band 
I 
Peter J. Griffin, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
14 Apr 1996, 
2:00pm 
(UIB) 
Marion Civic 
Center, 800 
Tower Square 
Plaza, Marion, 
Illinois (destroyed 
by fire 1997; 
rebuilt and 
opened in 2004 
as Marion 
Cultural and 
Civic Center) 
Peter J. Griffin 
Kenneth R. 
Steinsultz (guest 
artist) 
UI Tuba-
Euphonium 
Ensemble 
[Mark Moore, 
cond.] 
Presented by the 
Marion Civic 
Center 
Foundation. 
Have printed 
program, 
repertoire, and 
roster 
15 Apr 1996, 
9:00am 
(PRIV) 
Alton High 
School, Alton, 
Illinois 
Peter J. Griffin 
Kenneth R. 
Steinsultz (guest 
artist) 
[UI Tuba-
Euphonium 
Ensemble 
Mark Moore, 
cond.] 
Have repertoire, 
no printed 
program, no 
roster  
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
15 Apr 1996, 
11:50am 
(PRIV) 
O’Fallon High 
School, 600 
South Smiley 
Street, O’Fallon, 
Illinois 
Peter J. Griffin 
Kenneth R. 
Steinsultz (guest 
artist) 
[UI Tuba-
Euphonium 
Ensemble 
Mark Moore, 
cond.] 
Have repertoire, 
no roster, no 
printed program 
25 Apr 1996, 
8:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
Peter J. Griffin 
Kenneth R. 
Steinsultz (guest 
artist) 
 
UI Concert Band 
I 
Peter J. Griffin, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
 
04 May 1997, 
3:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
Peter J. Griffin 
Erica Neidlinger 
(guest cond.) 
UI Concert Band 
I 
Peter J. Griffin, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
13 Mar 1998, 
1:00pm 
(UIB) 
Neuqua Valley 
High School, 
2360 95th St., 
Naperville, 
Illinois 
Peter Griffin 
Steve McKeithen 
(guest cond.) 
UI Tuba-
Euphonium 
Ensemble 
Mark Moore, 
cond. 
 
Have printed 
program, 
repertoire, and 
roster 
 
 
 
 
 
13 Mar 1998, 
7:30pm 
(UIB) 
Arlington Park 
Hilton Ballroom, 
Arlington 
Heights, Illinois 
Peter J. Griffin 
Steve McKeithen 
(guest cond.) 
UI Tuba-
Euphonium 
Ensemble 
Mark Moore, 
cond. 
Castlewood High 
School Band & 
Chorus, Rolling 
Meadows High 
School 
Combined Bands 
Have printed 
program, 
repertoire, and 
roster 
 
14 Mar 1998, 
1:00pm 
(UIB) 
Bartlett High 
School, 701 
Schick Road, 
Bartlett, Illinois 
Peter J. Griffin 
Steve McKeithen 
(guest cond.) 
UI Tuba-
Euphonium 
Ensemble 
Mark Moore, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
30 Apr 1998, 
8:00pm 
(RECD) 
Foellinger Great 
Hall at KCPA 
(recorded) 
Peter J. Griffin 
Steve McKeithen 
(guest cond.) 
UI Concert Band 
I 
Have printed 
program, 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
(UIB) Peter J. Griffin, 
cond. 
repertoire, and 
roster 
16 Apr 1999, 
7:00pm 
(PRIV) 
Granite City 
High School, 
3101 Madison 
Avenue, Granite 
City, Illinois 
Peter J. Griffin UI Tuba-
Euphonium 
Ensemble  
Mark Moore, 
cond. 
No printed 
program, 
repertoire, or 
roster (clinics 
offered as well as 
concert) 
 
 
 
 
 
17 Apr 1999, 
7:30pm 
(PRIV) 
Macomb 
Assembly of God 
Church, 
Macomb, Illinois 
Peter J. Griffin Macomb Brass 
Band, 
UI Tuba-
Euphonium 
Ensemble 
[Mark Moore, 
cond.] 
No printed 
program, 
repertoire, or 
roster 
29 April 1999, 
8:00pm 
(RECD) 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
Peter J. Griffin 
Kenneth R. 
Steinsultz (guest 
artist) 
UI Concert Band 
I 
Kenneth R. 
Steinsultz, cond. 
Have printed 
program, 
repertoire, and 
roster 
14 April 2000, 
11:10am 
(PRIV) 
Marian Catholic 
High School, 700 
Ashland Ave., 
Chicago Heights, 
Illinois 
Peter J. Griffin  No printed 
program or 
repertoire; have 
player names 
from rooming 
assignments 
15 April 2000, 
11:45am 
(PRIV) 
Plainfield High 
School, 24120 
West Fort Beggs 
Drive, Plainfield, 
Illinois 
Peter J. Griffin Multi-band 
festival including 
University of 
Iowa Symphonic 
Band 
No printed 
program or 
repertoire; have 
player names 
from rooming 
assignments 
26 April 2000, 
8:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin UI Concert Band 
I 
Kenneth 
Steinsultz, cond. 
Have printed 
program, 
repertoire, and 
roster 
21 April 2001, 
1:30pm 
(PRIV) 
Melvin Price 
Convocation 
Center at 
Peter J. Griffin McKendree 
College Wind 
Ensemble 
Have printed 
program, 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
McKendree 
College, 701 
College Rd., 
Lebanon, Illinois 
David Boggs, 
cond. 
Belleville, Mater 
Dei, and 
Waterloo High 
School Bands 
repertoire, and 
roster 
 
29 Apr 2001, 
7:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
(recorded) 
Peter J. Griffin UI Concert Band 
I 
Kenneth R. 
Steinsultz, cond. 
Have printed 
program, 
repertoire, and 
roster 
 
 
 
 
13 Apr 2002, 
1:00pm 
(UIB) 
John Hersey 
High School, 
1900 E. Thomas 
St., Arlington 
Heights, Illinois 
Peter J. Griffin Chicagoland 
Invitational 
Concert Band 
Festival: multiple 
high school 
bands, and NIU 
Wind Ensemble 
Have printed 
program, 
repertoire, no 
roster 
25 Apr 2002, 
8:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin UI Concert Band 
I 
Kenneth R. 
Steinsultz, cond. 
Have printed 
program, 
repertoire, and 
roster 
27 Apr 2003, 
3:00pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin Champaign 
Centennial High 
School Brass 
Ensemble 
David Allen, 
cond. 
Urbana High 
School Brass 
Choir 
Jerry Shelato, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
25 Apr 2004, 
7:30pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin 
Kenneth R. 
Steinsultz (guest 
artist) 
Champaign 
Centennial High 
School Brass 
Ensemble 
David Allen, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
Champaign 
Central High 
School Brass 
Choir 
Jerry Loyet, cond. 
24 Apr 2005, 
7:30pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin Champaign 
Centennial High 
School Brass 
Ensemble 
Jerry Shelato, 
cond. 
Urbana High 
School Brass 
Choir 
Darren Hicks, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
 
08 Mar 2006, 
7:30pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin UI Concert Band 
I 
Kenneth 
Steinsultz, cond. 
UI Wind 
Symphony 
Thomas E. 
Caneva, cond. 
Have printed 
program, 
repertoire, and 
roster 
 
07 Apr 2006, 
7:00pm 
(UIB) 
St. Paul United 
Church of Christ, 
115 West B 
Street, Belleville, 
Illinois 
Peter J. Griffin  St. Paul Fine 
Arts Series 
Presents 
Have printed 
program, 
repertoire, and 
roster 
 
26 Apr 2006, 
7:30pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin 
Ralph Petrella 
(guest cond.) 
University of 
Illinois Clarinet 
Choir 
Useon Choi, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
25 Apr 2007, 
7:30pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin University of 
Illinois Clarinet 
Choir 
Useon Choi, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
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Date, Time, 
Source 
Location Conductor(s) & 
Guest Artists 
Shared Concert 
With 
Notes 
17 Apr 2008, 
7:30pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin University of 
Illinois 
Trombone Choir 
Elliot Chasanov, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
21 Apr 2009, 
7:30pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin University of 
Illinois Clarinet 
Choir 
Joseph Manfredo, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
22 Apr 2010, 
7:30pm(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin UI Graduate 
Brass Quintet 
Have printed 
program, 
repertoire, and 
roster 
 
 
 
09 April 2011, 
11:00am 
(NEWS) 
John Hersey 
High School, 
1900 E Thomas 
St, Arlington 
Heights, IL 
Peter J. Griffin 28 High School 
Bands, The 
University of 
Evansville Wind 
Ensemble 
No printed 
program, 
repertoire, or 
roster 
21 Apr 2011, 
7:30pm 
(UIB) 
Foellinger Great 
Hall at KCPA 
Peter J. Griffin* UI Wind 
Orchestra 
Linda R. 
Moorhouse, 
cond. 
Have printed 
program, 
repertoire, and 
roster 
 
*During Peter Griffin’s tenure as conductor, the band performed a joint concert with the Chicago 
Salvation Army Staff Band, William Himes, conductor. This performance was held at a local church, 
and no printed program was used. As of 14 September 2018, the date and location of this 
performance were unknown. 
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APPENDIX B: KNOWN REPERTOIRE 
Repertoire information was compiled from printed concert programs, newspaper 
accounts, editions of The Brass Band Bridge (newsletter of the North American Brass Band 
Association), scheduling records, contemporary correspondence, and supplemented by 
interviews. This material is held by University of Illinois Bands, The Sousa Archives and 
Center for American Music, Krannert Center for the Performing Arts, the University of 
Illinois Library, and private individuals. Although research has been thorough, it is possible 
that repertoire was played for which documentation has not been found.  
When multi-movement works were performed, not every movement was necessarily 
played on every performance date. Various standard reference sources, as well as, 
occasionally, archival documents and correspondence with composers, were used to obtain 
the composition and composer dates listed below. Square brackets indicate information that 
is likely according to research but cannot be proven. 
Composer (last, first) Work (year written) (arranger) Date First 
Performed by 
the University 
of Illinois 
British Brass 
Band 
—A—   
Aagaard-Nilsen, Torstein (b. 
1964) 
Circius (1989) 04 May 1997, 
3:00pm 
Anderson, Leroy (1908-1975) Bugler’s Holiday (1954) [arr. Barsotti] 
(cornet trio) 
04 Dec 1994, 
2:00pm & 
4:00pm 
Anderson, Leroy (1908-1975) 
(arr.) 
A Suite Of Carols (year unknown) 02 Dec 1990, 
2:00pm & 
4:00pm 
Arnold, Malcolm (1921–2006) Fantasy for Brass Band, Op. 114* 
(1974) 
02 Dec 1987, 
8:00pm 
Arnold, Malcolm (1921–2006) Four Cornish Dances (1966) [arr. Ray 
Farr] 
21 April 2001, 
1:30pm 
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Composer (last, first) Work (year written) (arranger) Date First 
Performed by 
the University 
of Illinois 
British Brass 
Band 
Arnold, Malcolm (1921–2006) Galop from Little Suite No. 2 (1967)* 15 Nov 1981, 
2:00pm 
Arnold, Malcolm (1921–2006) Little Suite for Brass, Op. 80 (1963)* 
1. Prelude 
2. Siciliano 
3. Rondo 
04 May 1986, 
7:00pm 
Arnold, Malcolm (1921–2006) The Padstow Lifeboat, Op. 94 (1967) 29 Nov 1994, 
8:00pm 
—B—   
Bach, Johann Sebastian 
(1685–1750) 
Fugue in G Major, “The Jig” (before 
1750) 
06 Dec 1987, 
2:00pm & 
4:00pm 
Baker, Kenny (1921–1999)  Satchmo (year unknown) (arr. Alan 
Morrison) (cornet solo)  
26 Apr 2000, 
8:00pm 
Ball, Eric (1903–1989) Celebration: Fantasia for Brass Band 
(1971) 
I. Festival Prelude 
IV. March 
11 Dec 1986, 
8:00pm 
Ball, Eric (1903–1989) Journey into Freedom (1967)* 24 Apr 2005, 
7:30pm 
Ball, Eric (1903–1989) Petite Suite de Ballet (1949)* 
I. Parade  
II. Pas Seul  
III. Menuet  
IV. Ensemble 
11 Dec 1986, 
8:00pm 
Ball, Eric (1903–1989) Tournament for Brass (1955)* 
1. Trios and Duets 
2. Solos (Theme and Variations)  
3. Scherzo 
22 Apr 2010, 
7:30pm 
Barratt, Bob (1938–2004)/ 
Siebert, Edrich (1903–1984) 
March of the Cobblers (1969) 25 Apr 2004, 
7:30pm 
Bonelli, Giouse (dates 
unknown) 
Symphonic Concert March (1915) (arr. 
William Himes) 
13 Apr 2002, 
1:00pm 
Bourgeois, Derek (1941–2017) Serenade, Op. 22b (1965) 4 May 1986, 
7:00pm 
Britten, Benjamin (1913–
1976) 
Variations and Fugue on a Theme of 
Henry Purcell (1945) (arr. James Hile) 
17 Mar 1988, 
8:00pm 
Broughton, Bruce (b. 1945) A Frontier Overture (1982) 20 Apr 1990, 
8:00pm 
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Bryce, Frank (ca. 1929–2017) Rondoletto for Two Euphoniums and 
Brass Band (year unknown) 
17 Mar 1988, 
8:00pm 
Bull, John (1562 or 1563–
1628) and Byrd, William 
(c.1539/40 or 1543–1623) 
Music from the Elizabethan Court (arr. 
Elgar Howarth) 
I. The Earl of Oxford’s March (Byrd) 
II. Pavane (Bull) 
III. Galliard (Bull) 
IV. The King’s Hunting Jig (Bull) 
14 Apr 1996, 
2:00pm 
Bulla, Stephen (b. 1953) A Festive Prelude (1981) 13 Nov 1983, 
3:00pm 
Bulla, Stephen (b. 1953) Rhapsody for Hanukkah (1994) 30 Apr 1995, 
3:00pm 
Bulla, Stephen (b. 1953) (arr.) Shenandoah (origin traditional) 
(euphonium solo, trombone solo) 
30 Apr 1995, 
3:00pm 
Butler, Eugene (b. 1935) An Outburst of Joy (1979) (choral 
work; brass arrangement by Hile) 
13 Apr 1986, 
7:30pm 
—C—   
Calvert, Morley (1928–1991) Canadian Folk Song Suite (1967) 
I. Marianne s’en va-t-au Moulin 
(Quebec)  
II. She’s Like the Swallow 
(Newfoundland)  
III. J’entends le Moulin (Quebec)  
24 Oct 1983, 
8:30pm 
Calvert, Morley (1928–1991) Introduction, Elegy and Caprice (1978) 21 Nov 1982, 
3:00pm 
Catelinet, Philip B. (1910–
1995) 
The Warrior (ca. 1935) (euphonium 
solo) 
24 Oct 1983, 
8:30pm 
Cheyne, James (b. 1955) St. Denio (1994) 30 Apr 1995, 
3:00pm 
Condon, Leslie (1928–1983) Celestial Morn (1962) (E-flat bass solo) 14 Apr 1985, 
3:00pm 
Condon, Leslie (1928–1983) Festival March: Celebration (1966) 16 April 1983, 
8:00pm 
Curnow, James (b. 1943) Appalachian Mountain Folk Song Suite 
(1978) 
I. Sourwood Mountain  
II. Black is the Color of My True 
Love’s Hair  
III. Camptown Races 
16 Apr 1991, 
8:00pm 
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Curnow, James (b. 1943) 
 
An Australian Christmas (1982)  
(carols by William James (1892–1977): 
1. Carol of the Birds (1948) 
2. Lullaby Carol (1948) 
3. Christmas Day (1948) 
4. The Three Drovers (1948) 
(The Silver Stars in the Sky (Lullaby 
Carol) is the full name used for Lullaby 
Carol in some publications) 
21 Nov 1982, 
3:00pm 
Curnow, James (b. 1943) Brass Metamorphosis (1983, per 
information from U of I Bands files, 
currently uncatalogued) 
13 Nov 1983, 
3:00pm 
Curnow, James (b. 1943) Fanfare For N.A.B.B.A. (1984) 14 Apr 1985, 
3:00pm 
—D—   
David, Ferdinand (1810–1873) Concertino for Trombone and Band 
(1837) [arr. Condon] 
13 Nov 1983, 
3:00pm 
de Haan, Jacob (b. 1959) Diogenes (1995) 13 Mar 1998, 
1:00pm 
Dvořák, Antonin (1841–1904) Overture Carnival (1891) (trans. Roy 
Newsome) 
08 Dec 1985, 
7:00pm 
—E—   
Elgar, Edward (1857–1934) Severn Suite, Op. 87 (1930)* 
I. Introduction  
II. Toccata 
III. Fugue  
IV. Minuet  
V. Coda 
08 Dec 1985, 
7:00pm 
Elgar, Edward (1857–1934) Variations on an Original Theme, Op. 
36 (1899) (trans. Dean Goffin) 
Nimrod  
15 Nov 1981, 
2:00pm 
Elgar, Edward (1857–1934) Variations on an Original Theme, Op. 
36 (1899) (arr. Eric Ball) 
Enigma 
C.A.E. 
W.M.B. 
Nimrod 
Finale 
02 Dec 1987, 
8:00pm 
—F—   
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Fauré, Gabriel (1845–1924) Pavane (1887) (trans. Gordon 
Langford) 
22 Nov 1988, 
8:00pm 
Fernie, Alan (b. 1960) Airs and Dances (2004) 
1. Pesante 
2. Lento e Teneramente 
3. Sensato 
22 Apr 2010, 
7:30pm 
Frescobaldi, Girolamo (1583–
1643) 
Toccata (trans. James Curnow)  23 Sep 1984, 
3:00pm 
Friedemann, Carl (1862–1952) Slavonic Rhapsody No. 2, Op. 269 (ca. 
1932) (arr. Denis Wright) 
 
 
26 April 2000, 
8:00pm 
—G—   
Glière, Reinhold (1875-1956) Russian Sailors’ Dance (1927) (trans. 
Steve Boyd) 
14 Apr 1985, 
3:00pm 
Goble, Joseph D. (dates 
unknown) 
KNUPhanfare (by 1997, according to 
information in the Peter J. Griffin 
papers)  
29 April 1999, 
8:00pm 
Goffin, Dean (1916–1984) My Strength My Tower: Rhapsodic 
Variations (1953) Theme—Semplice 
ma con Espress e cantabile  
Var. I—Allegretto gragioso—con 
fuoco 
Var. II—Lento affettuoso e rubato 
Var. III—Moderato con moto  
Var. IV—Molto Vivace e giocoso— 
Prestissimo e leggiero 
25 Mar 1984, 
3:00pm 
Goffin, Dean (1916–1984) Rhapsody in Brass (1949)* 
I. Allegro giocoso  
II. Andante con moto  
III. Allegro assai e giocoso 
07 Mar 1982, 
4:00pm 
Goffin, Dean (1916–1984) Symphony of Thanksgiving (ca. 1952) 21 Nov 1982, 
3:00pm 
Gordon, William (b. 1951) The Great Revival (1994) 04 May 1997, 
3:00pm 
Grafulla, Claudio S. (1812–
1880) 
Washington Grays (1861) (arr. James 
Curnow) 
13 Mar 1998, 
1:00pm 
Graham, Peter (b. 1958) Day of the Dragon (2005) 
1. Overture  
2. Lullaby (Suo Gan)  
08 Mar 2006, 
7:30pm 
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3. Welsh Clog Dance 
4. Ballad (By Kell’s Waters)  
5. Triumph (Men of Harlech) 
Grainger, Percy Aldridge 
(1892–1961) 
Colonial Song (1911/1918) [trans. 
Gordon Langford] 
16 Apr 1991, 
8:00pm 
Grainger, Percy Aldridge 
(1892–1961) 
Irish Tune from County Derry (1914) 
(trans. Paul Curnow) 
14 Apr 1985, 
3:00pm 
Grainger, Percy Aldridge 
(1892–1961) 
Irish Tune from County Derry (1914) 
(trans. Denis Wright, ed. Jim Gray) 
21 Apr 2011, 
7:30pm 
Gregson, Edward (b. 1945) Concerto for Tuba (1976) 
1. Allegro deciso 
22 April 1993, 
8:00pm 
Gregson, Edward (b. 1945) Concerto Grosso for Brass Quartet 
and Brass Band (1973) (features 
cornet, horn, trombone, euphonium) 
21 Nov 1982, 
3:00pm 
Gregson, Edward (b. 1945) Connotations (1977)* 15 Nov 1981, 
2:00pm 
Gregson, Edward (b. 1945) Essay for Brass Band (1971)* 
I. Dialogue  
II. Soliloquy  
III. Epigram 
02 Dec 1987, 
8:00pm 
Gregson, Edward (b. 1945) Intrada (1972) 03 Oct 1982, 
3:00pm 
Gregson, Edward (b. 1945) The Plantagenets (1973)* 
(A Symphonic Study for Brass Band) 
25 Mar 1984, 
3:00pm 
Gregson, Edward (b. 1945) Prelude for an Occasion (1971) 25 Mar 1984, 
3:00pm 
Gregson, Edward (b. 1945) Voices of Youth Suite (1968) 
1. Nobility of Youth  
2. Sadness and Tenderness  
3. Gaiety 
01 Nov 1984, 
8:00pm 
Grieg, Edvard (1843–1907) The Last Spring (1880) (trans. Ray 
Steadman-Allen) 
15 Nov 1981, 
2:00pm 
—H—   
Hadermann, Jan (b. 1952) Fanfare for a Jubilee (1994) 04 May 1997, 
3:00pm 
Handel, George Frideric 
(1685–1759) 
Allegro Deciso from Water Music 
Suite (1717) (trans. G.A. Collins) 
21 Nov 1982, 
3:00pm 
Hanssen, Johannes (1874–
1967) 
Valdres (1904) [arr. H. Moller] 
 
26 Apr 1994, 
8:00pm 
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Haydn, (Franz) Joseph (1732–
1809) 
Trumpet Concerto (1796) (trans. Ray 
Steadman-Allen) 
II. Andante Cantabile  
III. Allegro 
23 Apr 1982, 
9:00pm 
Heaton, Wilfred (1918–2000) Toccata (1973) 16 April 1983, 
8:00pm 
Himes, William (b. 1949) (arr.) Amazing Grace (origin traditional) 24 Apr 1992, 
8:00pm 
Himes, William (b. 1949) (arr.) America, the Beautiful (1910) (comp. 
Ward, Samuel A. (1847–1903) 
03 Dec 1989, 
7:00pm 
Himes, William (b. 1949) (arr.) Ellacombe 25 Apr 2004, 
7:30pm 
Himes, William (b. 1949) March Bravura (ca. 1981) 15 Nov 1981, 
2:00pm 
Himes, William (b. 1949) (arr.) Nicaea (Hymn Tune Setting) 01 Nov 1984, 
8:00pm 
Holst, Gustav (1874–1934) Jig, from St. Paul’s Suite (written 
1912/published 1922) (arr. Rick 
Grassler) 
13 Apr 2002, 
1:00pm 
Holst, Gustav (1874–1934) Mars from “The Planets” (1916) (trans. 
E.J. Huckridge) 
11 Dec 1986, 
8:00pm 
Holst, Gustav (1874–1934) A Moorside Suite (1928)* 
I. Scherzo  
II. Nocturne  
III. March 
07 Mar 1982, 
4:00pm 
Holst, Gustav (1874–1934) Suite in F Major (written 1911/ 
published 1922)  
03 Oct 1982, 
3:00pm 
Hume, James Ord (1864–
1932) 
B.B. and C.F. March (British 
Bandsman and Contest Field) (1900) 
13 Apr 1986, 
7:30pm 
—I—   
Ireland, John (1879–1962) A Downland Suite (1932)* 13 Apr 2002, 
1:00pm 
—J—   
Jacob, Gordon (1895–1984) Suite in B-flat for Brass Band (1956)* 
I. March  
II. Solemn Music  
III. Finale 
22 Nov 1988, 
3:00pm 
Johnston, Archibald (d. 1887) 
(Music)/Chamberlin, Charles 
N. (1841–1894) (Words) 
Illinois (By Thy Rivers Gently Flowing, 
Illinois) (arr. Peter J. Griffin)  
29 Nov 1994, 
8:00pm 
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—K—   
Kabalevsky, Dmitri (1904–
1987) 
Overture to Colas Breugnon (1937) 
(arr. Malcolm Bennett) 
24 Apr 1992, 
8:00pm 
Khachaturian, Aram (1903–
1978) 
Hopak from Gayane Ballet Suite 
(1939) (trans. James Hile) 
10 May 1987, 
7:00pm 
—L—   
Langford, Gordon (1930–
2017) 
Chequerboard (1980) 03 Oct 1982, 
3:00pm 
Langford, Gordon (1930–
2017) 
A Christmas Fantasy (1976) 08 Dec 1991, 
2:00pm & 
4:00pm 
Langford, Gordon (1930–
2017) 
Fantasy on British Sea Songs (1979) 03 Oct 1982, 
3:00pm 
Langford, Gordon (1930–
2017) 
Harmonious Variations on a Theme by 
G.F. Handel (1977) 
14 Apr 1985, 
3:00pm 
Langford, Gordon (1930–
2017) 
Rhapsody for Cornet and Brass Band 
(1980) 
16 April 1983, 
8:00pm 
Langford, Gordon (1930–
2017) 
Sinfonietta for Brass Band (1975) 
I. Allegro, ma non troppo  
II. Andante  
III. Allegro Vivo 
16 April 1983, 
8:00pm 
Langford, Gordon (1930–
2017) 
Three Haworth Impressions (1979) 
1. Top Withens 
(A general evocation of the 
atmosphere of Wuthering Heights) 
2. The Three Bells 
3. The Worth Valley Railway 
25 Mar 1984, 
3:00pm 
Langford, Gordon (1930–
2017) 
Trio con Brio (1992) (tenor horn trio) 26 Apr 2006, 
7:30pm 
Laseroms, Wim (b. 1944) Cum Laude (1996) 13 Mar 1998, 
1:00pm 
Lecuona, Ernesto (1896–
1963) 
Malagueña (1933) (arr. Mark Freeh) 29 Nov 1994, 
8:00pm 
—M—   
Mantia, Simone (1873–1951), 
on themes by Ermanno Picchi 
(1811–1856) 
Fantaisie Originale (arr. Maurice Bale) 
 
25 Apr 2004, 
7:30pm 
Marshall, George (1888–1956) Ransomed (1948) (euphonium solo) 24 Oct 1983, 
8:30pm 
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Mathias, William (1934–1992) Vivat Regina, Op. 75 (1978)* 
1. Fanfare  
2. Air  
3. Jig  
4. Jubilate  
5. Fanfare 
15 Nov 1981, 
2:00pm 
Mendelssohn (-Bartholdy), 
Felix (1809–1847) 
Themes from the Italian Symphony 
[arr. Dean Goffin] 
07 Mar 1982, 
4:00pm 
Mozart, Wolfgang A. (1756–
1791) 
Eine Kleine Nachtmusik (1787) [arr. 
A.H. Jakeway] 
I. First Movement—Allegro 
IV. Fourth Movement—Allegro 
25 Mar 1984, 
3:00pm 
Mozart, Wolfgang A. (1756–
1791) 
Overture to The Marriage of Figaro 
(1786) (trans. B. Hazelgrove) 
15 Nov 1981, 
2:00pm 
—N—   
Norbury, Kevin (dates 
unknown) 
Gaudete! 07 Apr 2006, 
7:00pm 
—O—   
Osgood, Donald (1921–1980) Rhapsody on British Sea Shanties (ca. 
1977) 
21 Apr 2011, 
7:30pm 
—P—   
Parry, C. Hubert (1848–1918) Jerusalem (1916) (arr. Ronald Hanmer) 25 Apr 2004, 
7:30pm 
—R—   
Rachmaninoff, Sergei (1873–
1943) 
Vocalise (1915) 13 Nov 1983, 
3:00pm 
Richards, Goff (ca. 1945–
2011) (arr.) 
Hymns of Praise (2004) (comp. 
various)  
08 Mar 2006, 
7:30pm 
Rimsky-Korsakov, Nikolai 
(1844–1908) 
Dance of the Tumblers (1881) (trans. 
Derek Ashmore) 
11 Dec 1986, 
8:00pm 
Rimsky-Korsakov, Nikolai 
(1844–1908) 
Kaleidoscope: Music of Rimsky-
Korsakov (trans. Brian Bowen) 
14 Apr 1985, 
3:00pm 
Rimsky-Korsakov, Nikolai 
(1844–1908) 
Procession of the Nobles from Mlada 
(1890) (trans. James Curnow) 
15 Nov 1981, 
2:00pm 
Rodgers, Richard (1902–1979) You’ll Never Walk Alone (1945) (arr. 
Howard Snell) 
24 Apr 2005, 
7:30pm 
—S—   
Sachse, Ernst (1808–1868) Concertino in E-flat (ca. 1850) (cornet 
solo) 
10 Mar 1989, 
8:00pm 
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Saint-Saëns, Camille (1835–
1921) 
March Militaire Française (1880) [arr. 
Michael Kenyon] 
13 Nov 1983, 
3:00pm 
Senaillé, Jean Baptiste (1687–
1730) 
Allegro Spiritoso (1721) (euphonium 
solo) [arr. William Himes] 
03 Oct 1982, 
3:00pm 
Shostakovitch, Dmitri (1906–
1975) 
Festive Overture, Op. 96 (1954) (arr. 
Michael Antrobus) 
13 Apr 1986, 
7:30pm 
Shover, Blaine (dates 
unknown) (arr.) 
O Come All Ye Faithful (Adeste 
Fideles) 
06 Dec 1987, 
2:00pm & 
4:00pm 
Sparke, Philip (b. 1951) Barn Dance and Cowboy Hymn (1982) 10 Nov 1991, 
7:00pm 
Sparke, Philip (b. 1951) Concert Prelude (1975) 17 Mar 1988, 
8:00pm 
Sparke, Philip (b. 1951) Fantasy for Euphonium and Brass 
Band (1979) 
16 Apr 1991, 
8:00pm 
Sparke, Philip (b. 1951) Mountain Song (1992) 14 Apr 1996, 
2:00pm 
Sparke, Philip (b. 1951) Pantomime (1986) (euphonium solo) 29 April 1999, 
8:00pm 
Sparke, Philip (b. 1951) River City Serenade from “A 
Pittsburgh Symphony” (1988) 
13 Apr 2002, 
1:00pm 
Sparke, Philip (b. 1951) The Year of the Dragon (1984)* 
I. Toccata  
II. Interlude  
III. Finale 
24 Apr 1992, 
8:00pm 
Stanhope, David (b. 1952) A Leadsman, A Lady and a Lord 
(1984)  
I. The Jolly Sailor  
II. Lovely Joan  
III. Lord Bateman 
26 Apr 1994, 
8:00pm 
Steadman-Allen, Ray (1922–
2014) 
The Ransomed Host (1954) 
(euphonium solo) 
 
14 Apr 1985, 
3:00pm 
Steadman-Allen, Ray (1922–
2014) 
Rhapsody on Negro Spirituals (1967) 
(cornet solo)  
14 Dec 1984, 
11:00am & 
3:00pm 
Strauss, Richard (1864–1949) Fest Musik der Stadt Wien (1943) (arr. 
Eric Banks) 
26 April 2000, 
8:00pm 
Susato, Tylman (c. 1510/15– 
after 1570) 
Six Susato Dances [arr. John Iveson] 
La Mourisque 
03 Dec 1989, 
7:00pm 
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Ronde 
Pavane Battaille  
—T—   
Tchaikovsky, Peter (1840–
1893) 
Treasures From Tchaikovsky 03 Oct 1982, 
3:00pm 
Tchaikovsky, Peter (1840–
1893) 
Trepak from Nutcracker Suite (1892) 
(trans. James Hile) 
06 Dec 1987, 
2:00pm & 
4:00pm 
Tomlinson, Thomas Royal Salute (arr. Chas. A. Cooper) 24 Apr 2005, 
7:30pm 
Traditional The British Grenadiers (1973) (arr. 
Gordon Langford (1930-2017)) 
22 April 1993, 
8:00pm 
Traditional Men of Harlech (arr. Gordon 
Langford (1930-2017) 
 
22 April 1993, 
8:00pm 
Traditional/Burns, Robert 
(1759–1796) 
Aye Waukin’ O! (arr. Adrian Drover)  
 
13 Mar 1998, 
1:00pm 
Tschesnokoff, Pavel (1877–
1944) 
Salvation is Created (Spaseniye 
Sodyelal) (1912) (arr. James Hile) 
17 Mar 1988, 
8:00pm 
Tschesnokoff, Pavel (1877–
1944) 
Salvation is Created (Spaseniye 
Sodyelal) (1912) (arr. Mark Walker) 
26 Apr 1994, 
8:00pm 
—V—   
Van der Roost, Jan (b. 1956) Flashlight (1991) 19 Nov 1992, 
8:00pm 
Van der Roost, Jan (b. 1956) Homage (1994) 13 Apr 2002, 
1:00pm 
Van der Roost, Jan (b. 1956) Signature (1988) 26 Apr 1994, 
8:00pm 
Various Hymns of Praise (2004) (arr. Goff 
Richards)  
08 Mar 2006, 
7:30pm 
Vaughan Williams, Ralph 
(1872–1958) 
English Folk Song Suite (1923) 
I. March—Seventeen Come Sunday  
II. Intermezzo—My Bonnie Boy  
III. March—Folk Songs From 
Somerset 
10 May 1987, 
7:00pm 
Vaughan Williams, Ralph 
(1872–1958) 
Variations for Brass Band (1957)* 26 Apr 1994, 
8:00pm 
Verdi, Giuseppe (1813–1901) Requiem (1874) (trans. James Hile) 
1. Dies Irae  
4 May 1986, 
7:00pm 
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2. Tuba Mirum  
3. Sanctus 
Vinter, Gilbert (1909–1969) Centenary March (1968) 07 Mar 1982, 
4:00pm 
—W—   
Ward, Samuel A. (1847–1903) America, the Beautiful (1910) (arr. 
William Himes) 
03 Dec 1989, 
7:00pm 
Wagner, Richard (1813–1883) Elsa’s Procession to the Cathedral 
(1850) (trans. William Himes) 
23 Sep 1984, 
3:00pm 
Westman, Dean (dates 
unknown) (arr.) 
Dies Natalie 05 Dec 1993, 
2:00pm & 
4:00pm 
Williams, Clarence (1893 or 
1898–1965) 
Sugar Blues (1919) (arr. Alan 
Morrison)  
13 Mar 1998, 
1:00pm 
Williams, John (b. 1932) The Cowboys (1971) (trans. K.A. 
Bonsall) 
13 Apr 2002, 
1:00pm 
Wood, Gareth (b. 1950) Tombstone, Arizona (ca. 1975) 03 Dec 1989, 
7:00pm 
 
Compositions marked with an asterisk (*) are categorized by British author Newsome as 
“principal works for brass bands, 1913-2000.” (Roy Newsome, The Modern Brass Band: From 
the 1930s to the New Millennium (Aldershot: Ashgate, 2006), Appendix G.)  
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APPENDIX C: KNOWN PERSONNEL  
This personnel (band member) list was compiled from printed concert programs, 
newspaper accounts, editions of The Brass Band Bridge (newsletter of the North American 
Brass Band Association), scheduling records, and contemporary correspondence. This 
material is held by University of Illinois Bands, The Sousa Archives and Center for American 
Music, Krannert Center for the Performing Arts, the University of Illinois Library, and 
private individuals. Although research has been thorough, rosters were not found for every 
known performance, and it is possible that additional personnel participated for whom 
documentation was not found, or that the personnel listed below participated in more years 
than are listed. Parts are listed in score order. In some instances, instrument but not the part 
played could be determined from the program. Alternate spellings that appeared in 
performance programs are indicated by parentheses. 
 
Name Years Active Parts played 
—A—     
Adams, Doug 1992–1993 percussion 
Adams, John 1989 percussion 
Adams, Jon(athan) 1990–1992 percussion 
Adelmann, Kyle 2004 trombone 
Alberts, Lucas 2002–2006 solo cornet, repiano cornet 
Aldag, Dan 1989 baritone 
Allen, Chad 1988–1992 baritone, euphonium 
Allen, David 1988–1989, 1991 trombone 
Altholz, Sarah 1994–1996 cornet, solo cornet 
Anderson, Clark 1989–1990 trombone, bass trombone 
Anderson, J.D. 1985–1987 trombone 
Andrey, Steve 1991–1992 second cornet 
Anderson, Stephen M. 1983 solo cornet  
Atherton, Tom (E.) 1981–1982 bass trombone  
—B—     
Bacalzo, Cindy 1985–1986 third cornet 
Baker, Emily 2009, 2011 trombone 
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Baker, Stacy 1985–1987, 1994 E-flat bass, B-flat bass 
Balagna, Greg 1996–1997 repiano cornet, tenor horn 
Barker, Scott 1983–1984 B-flat bass 
Barnas, Scott 1991–1993 cornet, repiano cornet, second 
cornet, flugelhorn 
Barnum, Chris 2002–2004, 2006 baritone, euphonium 
Barrett, Kendra (Kandra) 1996–1998 baritone, euphonium 
Barrett, Lark(in) 1998–2001 percussion 
Barrett, Mark 1984 B-flat bass 
Barta, Tom 2005–2006 percussion 
Bauer, Robert 1994–1995 third cornet, flugelhorn 
Bauer, Robert Otto 1992–1993 flugelhorn 
Bayliss, Jessica 2000–2003 baritone, euphonium 
Beatty, Scott 2002 flugelhorn 
Bechtel, Joanna 2005, 2007 repiano cornet, second cornet 
Beinborn, Jacob 2010 percussion 
Bell, George 1983–1984 solo tenor horn 
Benjamin, Josh 2005, 2006, 2008–
2009 
euphonium 
Benson, Meghan 2007 baritone 
Biagi, Rick 1989, 1991 E-flat soprano cornet, third 
cornet 
Biggs, Mat(thew) 1989–1994 bass trombone 
Bilger, David 1981–1983 E-flat soprano cornet 
Binek, Alex 2009–2011 repiano cornet, third cornet 
Bischoff, Amy 2011 second cornet 
Bixby, John 1986–1989 percussion 
Blackmon, Joe 1984 third cornet 
Blackmore, Lisa 1987 solo cornet 
Blanas, Claudia 1996–1999 euphonium, E-flat bass 
Blankestyn, Melissa 1997 tenor horn 
Blazevich, Heather 2008 second cornet 
Blomme, Mike 1987 third cornet 
Blomquist, Joe 1998–1999 flugelhorn 
Bloomer, Phil 2007–2008 B-flat bass 
Bolanos, Gus 1998–1999 E-flat soprano cornet, repiano 
cornet 
Bonanotte, Joey 1997 cornet 
Bost, Katie 1998 B-flat bass 
Bostwick, Stacey  1998–1999 percussion 
Bovinette, James 1992, 1994 E-flat soprano cornet 
Bowman, Brian 2003 bass trombone 
Boyd, Steve 1984 flugelhorn 
Brady, Jake 2009 second cornet 
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Braun, Ivo 1987–1988 solo cornet, flugelhorn 
Brewer, Robert 1989 E-flat bass 
Brinkman, Eric 2006 third cornet 
Brizuela, Aaron 2004–2005 solo cornet, repiano cornet 
Brown, Chris(topher) 2002–2004 euphonium 
Brown, Steve 1990–1991 trombone, bass trombone  
Brubeck, Debbie 1981 solo cornet 
Buchanan, Chris 2003, 2005–2006 second cornet, flugelhorn 
Buckley, Rob 1996–1997 percussion 
Burgard, George 1981 first baritone 
Burkemper, Andy 2001–2002 bass trombone 
—C—     
Captain, Julie 1994–1995 tenor horn 
Card, Chris 1993 trombone 
Card, Robin 1993–1994 repiano cornet, flugelhorn 
Carlin, Monica 1998–2001 tenor horn 
Carlin, Peter 1994 trombone 
Carlson, Kelly 2006 solo cornet 
Carlson, Paul 2001–2002 E-flat bass 
Carnahan, Aron (Aaron) 1991–1993, 1995 trombone 
Carney, Jon 2008 E-flat bass 
Carrell, Cindy Thompson 
(also see Cindy Thompson) 
1989 repiano cornet 
Carroll, David 1994–1995 B-flat bass 
Carroll, Kevin 1991 trombone 
Carter, Allissa 2007, 2009 solo cornet, third cornet 
Cartner, Sean 2010 solo cornet 
Casagrande, Scott 1987 trombone 
Cavis, Ryan 2008 second cornet 
Cermak, Blasé 2011 flugelhorn 
Chamberlain, William (Bill) 1985–1988, 1990 E-flat bass, B-flat bass 
Chase, Mindy 2000 percussion 
Chen, Allen 2006–2008 solo cornet, repiano cornet, 
flugelhorn 
Chernick, Max 1997, 1999–2000 cornet, third cornet 
Chesner, Matt 2009–2010 second cornet, third cornet 
Chevallier, Nic 2005 B-flat bass 
Cheyne, James (F.) 1981–1983 solo tenor horn  
Chiarizzio, Kevin 1988–1989 trombone 
Chiodras, Norman 1981–1982 repiano cornet, second cornet 
Chomenko, Tammy 1987 tenor horn 
Cieslewicz, Mike 1986–1989 percussion 
Clark, Willie 1987–1989 E-flat bass 
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Clem, Brad 1987–1990 repiano cornet, second cornet, 
third cornet, flugelhorn 
Clemens, Kirsten 2011 trombone 
Clever, Andy 1997 bass trombone 
Cochran, Darren 1992–1993 euphonium 
Coffman, Denise 1982 first tenor horn 
Cohen, (R.) Scott 1981–1983 second trombone 
Coleman, Phil 2008–2009 baritone, euphonium 
Collins, Carol 1990 B-flat bass 
Colombo, Jim 2005–2006 tenor horn 
Colvett (Colvet), Michael 
(Mike) 
1994–1995 E-flat soprano cornet, cornet 
Combest, Chris 2006–2007, 2009 E-flat bass, B-flat bass 
Conrad, David 1994–1995 trombone 
Cooman, Colby 2008–2010 second cornet, flugelhorn 
Coombs, Matthew (S.) 1983–1984 first baritone, second baritone, 
euphonium 
Covey, Brian 1997–2000 E-flat soprano cornet, cornet, solo 
cornet  
Craighead, David 1996 cornet 
Cross, Steven (B.) 1981–1983 first baritone, euphonium 
Crowe, Duane 2009 baritone 
Curnow, Jeff 1983–1984 bass trombone 
—D—     
D’Andria, Louis 1990–1991 cornet, third cornet  
Dagit, Derek 2002 tenor horn 
Dalby, Bruce 1981 solo cornet 
Dans(z)er, Bill 1987 second cornet 
Daum, Jared 2006 second cornet 
Davis, Cheryl 1995–1996 solo cornet, cornet 
Davis, Jennifer 1992–1994 solo cornet 
Dawson, Patrick 2004–2006 tenor horn 
Deligiannis, John 1998–1999 Flugelhorn 
Deluna, Joel 1989 percussion 
DelVillano, Nick 2007–2008 E-flat soprano cornet 
Duker, Mark 1992 repiano cornet 
Dunn, Charles 1992–1993 trombone 
Duterte, David 2007 tenor horn 
—E—     
Eckhardt, Kurt D. 1983 bass trombone 
Edwards, Mike (Michael) 1999-2001 E-flat soprano cornet, repiano 
cornet, second cornet, tenor horn 
Eichenberger, Mark 2010–2011 percussion 
Eifert, John 1983–1986 percussion 
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Elsnic, Greg 1991, 1993–1994 repiano cornet, second cornet, 
flugelhorn 
Emery, Kevin  1996 cornet 
Endicott, Rob(ert) 1983–1984 solo cornet 
Engebretson, Eric 1986 flugelhorn 
Ennis, Christine 2000–2002 E-flat soprano cornet, solo cornet 
Evans, John 2002–2005 solo cornet, repiano cornet, 
second cornet 
Evanson, Erin 1990 trombone 
—F—     
Fahrenbacher, Colby 2006, 2008–2010 E-flat bass, B-flat bass 
Falk, Nikki 2010 trombone 
Fato, Karen 1983–1984 second cornet, third cornet 
Feldman, Enrique “Hank” 1988–1989 B-flat bass 
Ferguson, Brian 2010–2011 solo cornet, repiano cornet 
Fiorito, Ron 1998–2001 E-flat soprano cornet, solo cornet, 
repiano cornet, second cornet 
Fisher, Will 2008, 2010 E-flat soprano cornet, solo cornet 
Flanigan, Glen P. 1983 E-flat bass 
Flanigan, Kevin 1983 second cornet 
Folkenroth, Jason 1995–1996 second cornet, cornet 
Foster (Jr.), Rob(ert) 1990–1992 solo cornet, repiano cornet 
Frank, Brendan 2008–2009 solo cornet, third cornet 
Franzen, William (E.) 1983 euphonium 
Funderburk, Jeff 1981 E-flat bass 
—G—     
Gadberry, Ed 1993 trombone 
Galutia, Barbara G 1982 second baritone 
Gange, Chris 1994 tenor horn 
Garrabrant, Carolyn 1990 solo cornet 
Gatewood, A.J. 2006–2007 E-flat bass, B-flat bass 
Gaylord, Jeff (J.) 1983–1984 first trombone 
Geller, Zach 2007–2009 third cornet, tenor horn 
Gendrich, Julie 1985–1987 baritone, second baritone  
Genualdi, Vince 2010–2011 E-flat bass 
Gilat, Taly 1996 cornet 
Gilkerson, Paul 2003–2006 second cornet, third cornet  
Gilreath, Amy 1987 solo cornet 
Ginda, Niket 1994 percussion 
Glidden, Dave (David B.) 1981–1982 B-flat bass 
Gloppen, Robert E. 1983 B-flat bass 
Goetz, William (Bill) 1997–1999 trombone, bass trombone 
Gohr, Adam 1994–1997 second cornet, flugelhorn 
Gorbatkin, Stanley (L.) 1983 E-flat bass, B-flat bass  
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Gort, Colin 2010–2011 euphonium 
Gosling, Daniel 1983–1984 E-flat soprano cornet 
Grant, Gary 1983 third cornet 
Graser, Gary (M.) 1982 solo cornet  
Graves, David 1994 E-flat bass 
Gray, Jared 2004 solo cornet 
Grayson, David 2010–2011 B-flat bass 
Grevin, Aaron 1989–1990 baritone 
Griffin, Adrian 2001 solo cornet 
Griffin, Pete (Peter J.) 1981–1982, 1986–
1987, 1990–1992 
first baritone, second baritone, 
baritone, euphonium 
Gronek, Marguerite 1981–1982 solo cornet  
Gross, Carmel (T.) 1983–1984 percussion 
Grosser, Ben(jamin) 1988–1989 second cornet, third cornet 
—H—     
Haag, Brian 1989, 1991 E-flat soprano cornet, second 
cornet 
Habbley, Jason 1994–1996 bass trombone 
Hafenrichter, Laron 1991 trombone 
Hahn, Sarah 1995 tenor horn 
Halffield (Halfield, 
Hallfield), Laura 
1988–1989, 1991 solo cornet, second cornet 
Hall, Chris 1986–1987 B-flat bass 
Hamilton, Nora 1999 tenor horn 
Hankins, Paul 1990, 1992 E-flat soprano cornet 
Harkins, Don 1987 percussion 
Harmening, Liv 2011 second cornet 
Harmon, Chris(topher) 1992–1994 solo cornet 
Harris, Anna 1990–1991 solo cornet, flugelhorn 
Harryman, Brooke 1991–1995 tenor horn 
Hata, Eriko 1999 baritone 
Hawkins, Jay 1986–1988 solo cornet, second cornet  
Hayes, Patrick 2004–2005 second cornet, flugelhorn 
Heath, Jessica 1983–1984 second tenor horn 
Heiser, Paul 1990–1991 baritone 
Helton, Ben 2003, 2005 E-flat bass 
Hendricks, Holly 2001–2003 tenor horn 
Henehan, Tom 1993–1994 second cornet 
Henes, Marita 2011 euphonium 
Hess, Tim A. 1982 third cornet 
Hicks, Paul 1994–1995 trombone 
Hicks, Tony 1997, 1999, 2004 E-flat bass, B-flat bass 
Hill, John (T.) 1981–1984 E-flat soprano cornet, solo cornet 
Hill, Rob(ert) 1984–1986 euphonium 
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Hillhouse, Brian 2010 tenor horn 
Hiltenbrand, John 1993–1997 baritone, euphonium 
Hinks, Kevin 1990 second cornet 
Hinz, David 1997–1998 B-flat bass 
Hiorns, Lynn 1990–1991 tenor horn 
Hirsch, Ron 1988 tenor horn 
Hodges, Mark 2008 bass trombone 
Hoffman, Christy 1987 tenor horn 
Hoffman, Pat(rick) 1987–1990 solo cornet, second cornet, third 
cornet 
Hoffman, Steve 1985–1989 tenor horn, trombone, third 
trombone 
Hoffman, Tim 1988–1989 trombone, second trombone 
Holzner, Matt 2003–2004 B-flat bass 
Hord, Brandon 2011 E-flat bass 
Hougland, Jason 2008 repiano cornet 
Huber, Mike (Michael) 1990–1992 percussion 
Huff, Sharie 1985–1988 euphonium 
Huffman, Donna 1985–1986 E-flat soprano cornet, solo cornet 
Hulett, Chris(topher) 1992–1993 B-flat bass 
Hunter, Angie 1984–1986 tenor horn, euphonium 
—I—     
Imig, Andrew 2009–2010 tenor horn 
—J—     
Jackels, Ben 1996 cornet 
Jacobi, Andrew 2008, 2010–2011 trombone 
Jacobi, Brendan 2010–2011 bass trombone 
Jacobson, Sharon (R.) 1983–1984 solo cornet, second cornet 
James, Everett 2008 B-flat bass 
Jamrose, Chris 2008 percussion 
Jaworski, J. Matthew (Matt) 1994–1995 percussion 
Jenkins, Eric 2004 percussion 
Jenkins, Martin (Marty) 1991–1992 percussion 
Jirousek, Mark 1985–1987, 1989 baritone, euphonium, E-flat bass 
Johnson, Aaron 1993 third cornet 
Johnson, Ron(ald) 1981–1982 percussion 
Jones, Amy 1989–1992 principal cornet, solo cornet 
Jones, John (R.) 1983–1984 E-flat bass 
Jordan, Brian 1992–1993 E-flat soprano cornet, second 
cornet 
Jordan, Dan 1988 solo cornet 
—K—     
Kaenzig, Fritz (UI faculty) 1983 B-flat bass 
Kall, Marissa 2009 third cornet 
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Kaminski, Michelle 1987–1989 solo cornet 
Kanwisher, Tom 2002 trombone 
Kasper, Mike 2007–2008 tenor horn 
Kay, Brian 1986–1989 trombone, second trombone  
Keck, Tom 1995–1996 percussion 
Kenney (Kenny), Vince 2008, 2010–2011 euphonium 
Kenny, Bill 1987 tenor horn 
Kiser, Alan 1998–1999 percussion 
Klickman, Phil 1986–1987, 2006–
2007 
tenor horn, solo tenor horn  
Klug, Robert 1986–1989 solo cornet, third cornet 
Kness, James 1992 E-flat bass 
Kochel, Jeff 1983–1984 second trombone 
Konstans, Bennett 2010–2011 second cornet, tenor horn 
Konwerski, Nick 1998–2000 solo cornet  
Kopping, Karen L. 1983 solo cornet 
Kovarik, Anne 2007 flugelhorn 
Kramper, Jeremiah 1999 percussion 
Kresl (Kresh), Tony 1997–1999 trombone 
Krieb, Robin 1992, 1994 third cornet, percussion 
Krieghbaum, Doug 1997–1999 trombone 
Kuhnert, Brett 1992–1993 baritone 
Kuntz, Michael 1984 B-flat bass 
Kurth, Gregory 1990 third cornet 
—L—     
Lahey, Michael (E.) 1982 percussion 
Laibly, Brad 2000–2001 B-flat bass 
Lambert, Jared 1992–1993 baritone 
Land, Reese 2005 E-flat soprano cornet 
Lang, Don (Donald O.) 1981–1982 euphonium 
Lange, Jeff 1986 percussion 
Lange, Peter 1988–1990 solo cornet, repiano cornet 
Lareau, Kim 2007 percussion 
Larson, Robert 1990–1991 B-flat bass 
Latimer, Michelle 1985–1987 repiano cornet, second cornet, 
third cornet, flugelhorn 
Lee, Don T. 1983 third cornet 
Lee, Tom 1981–1982 repiano cornet, third cornet  
Lee, Wayne 1994–1995, 1997 cornet, third cornet 
Lehman, Bill 1988 percussion 
Leverenz, Jeff 1997 trombone 
Lill, Michael 2003–2004 third cornet, flugelhorn 
Lindsey, Jon 1983, 1988–1989 baritone, trombone, first 
trombone  
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Loafman, Nick 2008–2009 solo cornet, third cornet 
Loken, David 2003–2004 E-flat soprano cornet, solo cornet 
Loniello, Fred 1994–1997 percussion 
Looby, (M.) Brigid 1982–1984 solo cornet, repiano cornet, 
second cornet 
Lu, Wayne 1989 tenor horn 
Lyczak, Lisa 2003 percussion 
Lyen, Tim 2010 third cornet 
—M—     
Ma, Lynwood (Woody)  1985–1986 solo cornet, second cornet 
Mager, Chris 1993–1998 E-flat soprano cornet, cornet, 
second cornet, third cornet  
Mamminga, Robert (Bob) 2001–2002 second cornet, third cornet 
March, Eddie 2011 percussion 
Marshall, Michelle 1993 solo cornet 
Martin, Barry 1991–1992 cornet, second cornet  
Martin, Lisa 2004 trombone 
Martin, Mackenzie 2007, 2009 percussion 
Mathews (Matthews), Van 1990–1994 cornet, solo cornet, second cornet 
McArthur, Krista 1988 percussion 
McArthur, Mark 2005 trombone 
McCaleb, Michelle 1989 E-flat bass 
McCanless, Clint(on) 1998–2002, 2005–
2006 
E-flat bass, B-flat bass 
McCauley, James 2010 B-flat bass 
McComb, Tom 1984–1986 E-flat bass 
McConnel(l), Angie 
(Angela) 
1995–1996, 1998 cornet, third cornet  
McDaniel, Myron D. 1983–1984 solo cornet 
McNamara, Shawn 2007 trombone 
McNulty, Maurice 1992–1994 solo cornet, repiano cornet, third 
cornet 
McWilliams, James 2011 third cornet 
Medder, Katie 1993 third cornet 
Melugin, Jen 2000–2001 trombone 
Merkelo, Paul 1984, 1986 solo cornet, third cornet 
Middleton, Polly 2000–2001, 2011 tenor horn 
Mills, Geoff 1993–1994 percussion 
Mitchell, Brian 1985 flugelhorn 
Mitchell, Bruce 1988–1989 tenor horn 
Mitchell, Scott 2004 percussion 
Moder, Jen(nifer) 2000–2001 trombone 
Moore, Douglas 1981 first tenor horn 
Moore, Stephen 2004 percussion 
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Morris, Tom 1988–1989 second cornet, third cornet 
Morrison, Dan 2007, 2009 E-flat soprano cornet, second 
cornet 
Mueller, Krista 2008 percussion 
Myers, Julia (Julie) (R.) 1981–1984 solo cornet, second cornet, 
flugelhorn 
—N—     
Nakamura, Greg 1994–1998 baritone, euphonium, percussion 
Nance, Jenny 2007–2008 third cornet, tenor horn 
Neeson, Deborah 1991–1992 tenor horn 
Neidlinger, Erica 1997 baritone 
Neill, Tiffany 2009 flugelhorn 
Nemecek, Vennie (Vinnie) 1989–1991 tenor horn 
Neuman(n), Stephanie 2001–2002 third cornet, flugelhorn 
Neumann, Ryan 1996 trombone 
Nevin, Jeff(rey) 1988–1990 E-flat soprano cornet, solo cornet 
Newman, Nathan 2007 trombone 
Ni (Nei), Mel 1994–1996 trombone 
Nicholas, Chris 1991, 1994 trombone 
Nichols, Brian 1997 percussion 
Noreyko, John (C.) 1981–1982 E-flat bass, B-flat bass  
Norman, Dan 1985–1987 second cornet, flugelhorn  
Nowakowski, Mark 2005 baritone 
Nuzback, Lizzy 2000 tenor horn 
Nyquist, Kelly 2011 B-flat bass 
—O—     
O’Connor, Julie 1986 second cornet, third cornet  
Odon, Tom 2009 trombone 
Oeth, Rick(ey) (Ricky) (L.) 1981–1985 third cornet, flugelhorn 
Olenik, Doug 2009 E-flat bass 
Olson, Jason 1993–1995 second cornet, third cornet 
O’Sullivan, Mike (Michael) 1998–2001 second cornet, third cornet  
Owen, Ed 1993 E-flat bass 
—P—     
Pachla, Tim 2002–2003 percussion 
Packer, Emily 2006 trombone 
Parker, Scott 1988–1989 solo cornet 
Perry, Richard 1987–1989 E-flat bass, B-flat bass 
Peterik, Stacey 2005–2006, 2008 trombone, bass trombone 
Petrella, Ralph 1998–2000, 2006–
2007 
bass trombone 
Petrie, Dean 1984 E-flat bass 
Peterson, Eric 1990–1991 B-flat bass 
Peterson, Jen 2003 tenor horn 
 
 
 
 
201 
Name Years Active Parts played 
Pijanowski, Adam 1998–2001 baritone, euphonium 
Pirok, Ryan 2011 second cornet 
Prack, Theresa 1990 tenor horn 
Pride, Jeff 1999 B-flat bass 
Pronga, Jeff (A.) 1983–1984 repiano cornet, second cornet, 
third cornet  
—R—     
Rabideau, Mark 1985–1986 trombone, first trombone  
Rainwater, Brian 1989 first trombone 
Ramirez, Scott 1994 second cornet 
Ramsaier-Cox, Paul 1993–1996 E-flat bass, B-flat bass  
Randall, James 1993 E-flat bass 
Raschen, Kevin 2007 E-flat bass 
Rasey, Peter 1991 percussion 
Reagan, Maureen 1986–1990 baritone, second baritone, 
euphonium 
Reichenbach, Matthew 2004 bass trombone 
Reiff, Jason 2006 percussion 
Reip, Dan 2004–2005, 2008 solo cornet, second cornet, third 
cornet 
Renner, Jen(nifer) 1998–2001 baritone, euphonium 
Replogle, Joel 1984–1989 E-flat soprano cornet, repiano 
cornet, second cornet 
Retterer, Cheryl 1991–1995 solo cornet, third cornet 
Rhea, Patty 1981 percussion 
Rhoades, Kyle 2005–2006 third cornet 
Rhoads, James (Jim) 1984 second baritone 
Rhode, Gayle 1997 tenor horn 
Richards, Geoff 2001–2002 second cornet, third cornet 
Rivera, Alex 2003 trombone 
Rivera, Michelle 2009–2011 tenor horn 
Roberts, Erin 1994–1995 third cornet 
Robins, Eric 2006 E-flat soprano cornet 
Roeder, Scott 1999 E-flat bass 
Rolloff, Gillian 2011 third cornet 
Roloff, Carolyn 2009 percussion 
Romito, Stephanie 2009 percussion 
Romm, Aaron 2010–2011 E-flat soprano cornet, solo cornet 
Rosario, Judy (D.) 1981–1983 second cornet, third cornet 
Rosenthal, Jon 1990–1991, 1993 percussion 
Ross, Ryan 2004–2005 euphonium 
Rowden, Martin 1992–1993 second cornet 
Ruben, David 1989 third cornet 
Rudnick, Cheryl 1990–1991 cornet, solo cornet, second cornet 
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Rudolph, Paul 1987–1988 percussion 
Rusek, Adam 2006 percussion 
Russell, John 2006 second cornet 
Rutkoski, Aimee 1998–2000 solo cornet, second cornet, 
flugelhorn 
—S—     
Sanchez, Derek 2005–2006 solo cornet 
Sargeant (Sargent), Lisa 1994–1997 cornet, repiano cornet, solo 
cornet 
Scarlett, Bill 1984 third cornet 
Schaum, Jeffrey 1990 trombone 
Schindel, Mark 1981 third cornet 
Schmitt, Elizabeth (Betsy) 1996–1998 cornet, solo cornet 
Schneblin, Adam 1996 B-flat bass 
Schoen, Ali 2000 percussion 
Schraub, Dan 2008 trombone 
Schrey, Paul 1996–1998 tenor horn 
Schroeder, Joe 1990–1991 bass trombone 
Schulz(e), Michael (J.) 1981–1982 first trombone 
Schupple, Julie 1992–1993 percussion 
Shadensack, Brie 2005 percussion 
Shanbaum, Ben 2000 euphonium 
Sheets, Scott 2001 percussion 
Shelato, Gerald 1992, 1997 E-flat bass, B-flat bass 
Shephard, Ian 1990–1991 percussion 
Shields, Rob 1992 percussion 
Shipley, Mike (Michael) 1990 solo cornet, second cornet 
Shipton, Neil 2006–2007 baritone 
Shively, Joseph 1990 trombone 
Shonk, Katy 1988 third cornet 
Short, Chris 1989–1990 third cornet 
Shoults, Kevin 1984 first baritone 
Shoults, Sherry L. 1983–1984 solo tenor horn, first tenor horn 
Shuler, Sid 2004 solo cornet 
Sidman, Matt(hew) 1990 third cornet 
Simon, Heather 1994 percussion 
Simpson, Bill 2002 third cornet 
Sims, Clint 2004–2005 E-flat bass 
Siska, Sybil 2003 tenor horn 
Smith, Greg(ory M.) 1981–1982 E-flat bass 
Smith, Karen 1992–1994 third cornet 
Smith, Lindsey 1982 bass trombone 
Smith, Matthew 1990, 1992 flugelhorn 
Smith, Victoria 1991–1992 trombone 
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Soebbing, Jeanette 2000–2001 B-flat bass 
Sokolowski, Anne 1994–1995 E-flat bass, B-flat bass 
Solow, Alison 2003 percussion 
Sove, Josh 2007, 2009–2011 baritone, E-flat bass 
Spenner, Jeff 2007, 2009–2010 repiano cornet, second cornet  
Splitter, LeAnn 2004–2006 solo cornet, third cornet 
Stanhope, F. Joseph 1996 percussion 
Stees, Kevin J. 1982 B-flat bass 
Steinsultz, Ken 1989–1992, 1994 baritone, euphonium 
Stephens, Jennifer 1994–1997 trombone 
Stephens, Tom 1997 cornet 
Stevens, Greg 1997–2000 cornet, third cornet 
Stiehl, Melanie 2002–2005 baritone 
Stolarski, Emily 2007 percussion 
Strizek, Andrei 2010 baritone 
Strom, Matt 1992 third cornet 
Strzok, Luana 1988 baritone 
Sturgeon, Andy 2005–2006 trombone 
Suarez, Karen 1992–1993 tenor horn 
Summers, Carrie 1998–2000 repiano cornet 
Sutherland, Kevin 1990–1994 tenor horn 
Svejda, Scott 1991–1996 baritone, euphonium 
Swan, Barb(ara J.) 1981–1986 tenor horn, first tenor horn, 
second tenor horn 
Swanson, Eric 2009 baritone 
Swanson, Jason 2001–2003 second cornet, third cornet  
Sykora, Emily 1990–1992 E-flat bass 
—T—     
Tack, Andres 2006–2008 E-flat soprano cornet, baritone 
Tait, Tom 1986–1988 E-flat soprano cornet 
Tanimura, Marissa 1993–1994, 1996 tenor horn 
Tatz, Tracie 2011 third cornet 
Teets, Walter 1991–1993 Cornet, second cornet, third 
cornet 
Temple, Matt 1992–1994 second cornet 
Theis, Lisa 2005 percussion 
Thomas, Amanda 2002–2004 B-flat bass, percussion 
Thomas, Robin 2005–2008 solo cornet, second cornet, third 
cornet 
Thompson, Amy 1991–1993 percussion 
Thompson, Cindy (also see 
Cindy Carrell) 
1986–1987 solo cornet 
Thompson, Jen 1994–1995 baritone 
Thorpe, Richard 1993 trombone 
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Tipton, Matt(hew) 2003–2004 trombone 
Tondini, Renae 2008 percussion 
Toth, Ben 1985–1986 percussion 
Tribble, Alison 1996–1997 cornet 
Troyer, Annette 2001–2002 percussion 
Truckenbrod, Mark 1984, 1986 B-flat bass, E-flat bass 
Truckenbrod, Steve(n) 1987–1990 baritone, E-flat bass  
Tucker, Debra 1988–1989 tenor horn 
Tyagi, Aditya 1994 third cornet 
—V—     
Van Hiel (VanHiel), Jodi 1986–1989 baritone, first baritone 
Vanlandeghem, Brian 1997 cornet 
Velazquez, Jessica  1983 percussion 
Velazquez, Jon 1985–1987 tenor horn, first tenor horn 
Velleuer (Velleur, Velour), 
Ron 
1990–1991 solo cornet, repiano cornet 
Vincent, Tim(othy) 1983–1984 first baritone, second baritone 
Vinson, Dan(ny) (S.) 1983–1984 euphonium 
—W—     
Waldmire, Ed 2001–2002 percussion 
Walker, Mark 1993–1995, 2001 baritone, euphonium 
Wall, Darren 1989 percussion 
Wallner, Carolyn 1999–2000 solo cornet, second cornet  
Weber, Rob 1986 percussion 
Weirather, Eric 1987–1989, 1991 E-flat bass, B-flat bass 
Weissig (Weisseg), Eric 2002–2004 E-flat bass, B-flat bass  
Werner, Scott 1988–1989 percussion 
West, Darrin 1990 tenor horn 
Westman, Dean 1990–1993 E-flat bass, B-flat bass  
White, Joel 2000 E-flat bass 
White, Justin 2001–2003 E-flat soprano cornet, solo cornet 
Whittlinger, Kyle 1994 third cornet 
Wiebers, David 1990 percussion 
Wilde, James 2002 trombone 
Willett, James (Jim) 1988 E-flat bass, B-flat bass 
Williams, Eric 1997–1999 cornet, second cornet 
Wlezien, Michael 2003 flugelhorn 
Wolter, Amy 1986 second cornet, third cornet  
Wong, Wilson 2009 trombone 
Wood, Peter 1988 second cornet, third cornet  
Wood, Scott 1984–1988 solo cornet, repiano cornet 
Woods, Michael (Mike) 2001–2003 solo cornet, second cornet 
Woody, Brian 1992–1993 second cornet, third cornet  
Wright, Robert (Bobby) 2009–2011 solo cornet, third cornet 
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—Y—     
Yonco, Nancy 1985–1988 solo cornet 
—Z—     
Zachar, Megan 2004–2005 tenor horn 
Zahos, Jeff 2002–2003 percussion 
Zaun, Stacy 1986–1987 percussion 
Zielske, Anne 1995–1996 E-flat bass 
Zingara, James 1997–1998 E-flat soprano cornet 
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APPENDIX D: KNOWN RECORDINGS 
 
Known recordings of the University of Illinois British Brass Band (1981–2011) are here listed. As 
part of the research efforts for this dissertation, I have funded the transfer (to online computer disk) 
of some of the oldest magnetic tapes; the tables below include links to audio samples from those 
digitized materials. Research access to complete recordings may be requested through the Sousa 
Archives and Center for American Music at the University of Illinois at Urbana-Champaign: 
https://www.library.illinois.edu/sousa 
sousa@illinois.edu 
(217) 244-9309 
 
Two 1985 University of Illinois British Brass Band LP recordings are held in the circulating 
collection at the Music and Performing Arts Library at the University of Illinois at Urbana-
Champaign. 
https://www.library.illinois.edu/mpal 
mpal@library.illinois.edu 
(217) 333-1173 
 
Victor W. Zajec’s The First 50 Years: Mid-West International Band and Orchestra Clinic (Dallas: Taylor 
Publishing Company, 1996) indicates that a recording of the University of Illinois British Brass 
Band’s 1984 performance at the Midwest Clinic is held in the Midwest Clinic Archives at the 
University of Maryland. That recording is not specified in the description of the Midwest Clinic 
Archives collection, but it could be among the collection’s undated cassettes. 
https://digital.lib.umd.edu/archivesum/actions.DisplayEADDoc.do?source=MdU.ead.scpa.0026.x
ml 
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Table 1 of 7 
Recordings found in:  
School of Music Audio Department Sound Recordings, 1945–1992 
ID: 12/5/64 
Series 1: University of Illinois Ensembles, 1950–92 
Link to series page:  
https://archives.library.illinois.edu/archon/index.php?p=collections/findingaid&id=11113&q=&ro
otcontentid=148694#id148694 
 
Date  Collection Content Description Holdings 
Information 
23 Sep 1984, 
3:00pm 
Sousa Archives The Salvation Army 
Chicago Staff Band;  
The University of Illinois 
Brass Band—joint 
performance 
Box 134: Reel 
14, Reel 15 
Call Numbers: 
TAPE1984 9.23 
Vol. I  
TAPE1984 9.23 
Vol. II 
17 Mar 1988, 
8:00pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at (second sample on 
page): 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11767 
The Wind Ensemble; The 
Brass Band; First Concert 
Band Flute Choir 
Box 143: Reel 3, 
Reel 4 
Call Numbers: 
TAPE 1988 
3.17 Vol. I 
TAPE 1988 
3.17 Vol. II  
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Table 2 of 7 
Recordings found in:  
School of Music Audio Department Sound Recordings, 1945–1992 
Series 6: Convocations, Symposia, Forums, and Guest Recitals, 1952–1986 
Link to series page:  
https://archives.library.illinois.edu/archon/index.php?p=collections/findingaid&id=11113&q=&ro
otcontentid=148313#id148313 
 
Date Collection Content Description Holdings 
Information 
24 Oct 1983, 
8:30pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11768 
Octubafest 1983 Guest 
Artist Recital: David 
Werden, euphonium; the 
University of Illinois Brass 
Band 
Box 246: Reel 
14, MUSIC 
ARCHIVE 
TAPE 1983 
10.24—Tape 
reel 
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Table 3 of 7 
Recordings found in:  
School of Music Audio Department Sound Recordings, 1945–1992 
Series 11: F1 Audio and Betamax Video Recordings, 1984–1991 
Link to series page:  
https://archives.library.illinois.edu/archon/index.php?p=collections/findingaid&id=11113&q=&ro
otcontentid=195457#id195457 
 
Date  Collection Content Description Holdings 
Information 
22 Nov 1988, 
8:00pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11769 
UI Brass Band Box 323: Item 
62, Tape 115  
 
04 Dec 1988, 
2:00pm & 
4:00pm 
Sousa Archives Annual Carol Concerts,  
2 & 4pm 
Box 324: Item 2, 
Tape 118 
10 Mar 1989, 
8:00pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11770&q=Brass+Band 
UI Clarinet Choir & UI 
British Brass Band 
Box 324: Item 
25, Tape 140 
20 Apr 1990, 
8:00pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11771&q=brass+band 
Brass Band and Concert 
Band I 
Box 326: Item 
19, Tape 249 
02 Dec 1990, 
2:00pm & 
4:00pm 
Sousa Archives Annual Carol Concerts,  
2 & 4pm 
Box 309: Item 
32, Tapes 60-61  
16 Apr 1991, 
8:00pm 
Sousa Archives UI Brass Band & UI 
Concert Band I 
Box 310: Item 
13, Tape 127 
10 Nov 1991, 
7:00pm 
Sousa Archives UI Clarinet Choir, and Brass 
Band  
Box 310: Item 
64, Tape 216 
24 Apr 1992, 
8:00pm 
Sousa Archives UI Concert Band I and UI 
Brass Band 
Box 311: Item 
40, Tape 290 
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Date  Collection Content Description Holdings 
Information 
19 Nov 1992, 
8:00pm 
Sousa Archives UI Concert Band I and UI 
Brass Band 
Box 312: Item 
11, Tape 351 
23 Nov 1993, 
8:00pm 
Sousa Archives Brass Band and Concert 
Band I 
Box 312: Item 
46, Tape 410 
23 Nov 1993, 
8:00pm 
Sousa Archives UI Brass Band and UI 
Concert Band I 
Box 313: Item 
17, Tape 472 
26 Apr 1994, 
8:00pm 
Sousa Archives Concert Band I and UI 
Brass Band 
Box 313: Item 
54, Tape 535 
29 Nov 1994, 
8:00pm 
Sousa Archives UI Brass Band and UI 
Concert Band I 
Box 314: Item 
39, Tape 612 
30 Apr 1995, 
3:00pm 
Sousa Archives UI Brass Band and UI 
Concert Band I 
Box 315: Item 6, 
Tape 673 
25 Apr 1996, 
8:00pm 
Sousa Archives UI British Brass Band and 
UI Concert Band I 
Box 316: Item 
32, Tape 832 
04 May 1997, 
3:00pm 
Sousa Archives UI British Brass Band and 
UI Concert Band I 
Box 317: Item 
45, Tape 985.1 
30 Apr 1998, 
8:00pm 
Sousa Archives UI British Brass Band and 
UI Concert Band I 
Box 318: Item 
57, tape 1116.1 
29 April 1999, 
8:00pm 
Sousa Archives UI British Brass Band and 
UI Concert Band I 
Box 320: Item 2, 
Tape 1242.3 
29 Apr 2001, 
7:00pm 
Sousa Archives UI British Brass Band Box 321: Item 
47, Tape1441 
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Table 4 of 7 
Recordings found in: 
University Bands Tape Recordings, 1942–1987 
Series 2: Reel-to-Reel Sound Recordings 
Link to series page:  
https://archives.library.illinois.edu/archon/index.php?p=collections/findingaid&id=2114&q=&roo
tcontentid=86570 
 
 
Date Collection Content Description Holdings 
Information 
15 Nov 1981 
performance
— web 
description 
text does not 
include this 
date; lists only 
3 Dec 1981 
Sousa Archives 
 
 
 
First Concert Band/Brass 
Band 
 
Reel 1370 
 
13 Nov 1983 Sousa Archives 
 
 
“Br. Band session,” 
conductor: unidentified; 
works: unidentified 
Reel 1351 
 
22 Mar 1984 Sousa Archives 
 
 
 
Brass Band/First Concert 
Band Rehearsal. Conductor: 
unidentified; works: 
unidentified 
Reel 1221, Reel 
1222 
Undated Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11189&q=brass+band 
Brass Band, appears to be 
source material for Undated 
LP Recording 111, DISC 
M1200U548 NO.111 
(LP location: Music & 
Performing Arts Media 
Collection) 
Reel 410, 
Recording ID: 
111(II) 
Undated Sousa Archives 
  
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11190&q=brass+band 
Brass Band, appears to be 
source material for Undated 
LP Recording 112, DISC 
M1200U548 NO.112 
(LP location: Music & 
Performing Arts Media 
Collection) 
Reel 411, 
Recording ID: 
112A 
Undated Sousa Archives 
 
Tape has been digitized. 
Sample at: 
Brass Band, appears to be 
source material for Undated 
LP Recording 112, DISC 
M1200U548 NO.112 
Reel 412, 
Recording ID: 
112B 
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Date Collection Content Description Holdings 
Information 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11191&q=brass+band 
 
(LP location: Music & 
Performing Arts Media 
Collection) 
11 Nov 1984, 
3:00pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11192&q=brass+band 
British Brass Band Reel 781, reel 1 
of 2 
11 Nov 1984, 
3:00pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11193&q=brass+band 
British Brass Band 
 
 
 
 
 
 
Reel 1371, reel 2 
of 2 
Undated; 
based on 
contents likely 
recorded 14 
Apr 1985 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11188&q=brass+band 
Brass Band, appears to be 
source material for Undated 
LP Recording 111, DISC 
M1200U548 NO.111 
(LP location: Music & 
Performing Arts Media 
Collection) 
Reel 409, 
Recording ID: 
111(I) 
02 Dec 1987, 
8:00pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
gitallibrary/digitalcontent&id
=11772 
Brass Band Reel 906 
02 Dec 1987, 
8:00pm 
Sousa Archives 
 
Tape has been digitized. 
Sample at: 
https://archives.library.illinois
.edu/archon/index.php?p=di
Brass Band Reel 906 
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Date Collection Content Description Holdings 
Information 
gitallibrary/digitalcontent&id
=11772 
 
Table 5 of 7 
Recordings found in: 
Music and Performing Arts Library at the University of Illinois at Urbana-Champaign 
https://www.library.illinois.edu/mpal 
 
Date Collection Content Description Holdings 
Information 
Various (1981–
1985) 
Music and Performing Arts 
Library 
LP Recording—7 Tracks 
 
1-01: Fanfare For 
N.A.B.B.A. (Curnow) 
1-02: Russian Sailors’ Dance 
(Glière) 
1-03: Harmonious 
Variations on a Theme by 
G.F. Handel (Langford) 
 
2-01: Procession Of The 
Nobles (Rimsky-Korsakov_ 
2-02: Vivat Regina (Mathias) 
2-03: Euphonium Solo: The 
Ransomed Host (Steadman-
Allen) 
2-04: Nicaea (Himes) 
Undated LP 
Recording 111,  
 
Call Number: 
M1200U548 
NO.111 
 
Location: Music 
& Performing 
Arts Media 
Collection 
Various (1981–
1985) 
Music and Performing Arts 
Library 
LP Recording—6 Tracks 
 
1-01: Allegro Deciso from 
Water Music (G.F. Handel) 
1-02: E-flat Bass Solo: 
Celestial Morn (Condon) 
1-03: Kaleidoscope 
(Rimsky-Korsakov) 
 
2-01: Centenary March 
(Vinter) 
2-02: Trumpet 
Concerto(Haydn) 
2-03: Sinfonietta For Brass 
Band (Langford) 
Undated LP 
Recording 112,  
 
Call Number: 
M1200U548 
NO.112 
 
Location: Music 
& Performing 
Arts Media 
Collection 
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Table 6 of 7 
Recording found in: 
University of Notre Dame, South Bend, Indiana Archives 
Link to collection page: http://archives.nd.edu/findaids/ead/xml/bnd.xml 
 
Date Collection Content Description Holdings 
Information 
23 Apr 1982, 
9:00pm 
Notre Dame: University 
Bands, University of Notre 
Dame Archives 
University of Illinois Brass 
Band performance at 1982 
Brass Festival 
ABND 34112—
R2—Notre 
Dame Brass 
Festival—
University of 
Illinois Brass 
Band—
1982/0423 
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Table 7 of 7 
Recordings found in: 
University of Illinois School of Music Recording Services 
https://music.illinois.edu/recording-illinois 
 
Date Collection Content Description Holdings 
Information 
25 April 2002, 
8:00pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, 
Champaign Central High 
School Brass Ensemble 
(David Allen, cond.), 
Urbana High School Brass 
Choir (Jerry Shelato, cond.) 
Recording 
available via 
Recording 
Services staff 
27 April 2003, 
3:00pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, 
Centennial High School 
Brass Ensemble (David 
Allen, cond.), Champaign 
Central High School Brass 
Choir (Jerry Loyet, cond.) 
Recording 
available via 
Recording 
Services staff 
25 April 2004, 
7:30pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, 
Centennial High School 
Brass Ensemble (Jerry 
Shelato, cond.), Urbana 
High School Brass Choir 
(Darren Hicks, cond.) 
Recording 
available via 
Recording 
Services staff 
24 April 2005, 
7:30pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, 
Centennial High School 
Brass Ensemble (Jerry 
Shelato, cond.), Urbana 
High School Brass Choir 
(Darren Hicks, cond.) 
Recording 
available via 
Recording 
Services staff 
08 March 
2006, 7:30pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, UI 
Concert Band I (Kenneth R. 
Steinsultz, cond.), UI Wind 
Symphony (Thomas E. 
Caneva, cond.) 
Recording 
available via 
Recording 
Services staff 
26 April 2006, 
7:30pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, UI 
Clarinet Choir (Useon Choi, 
cond.) 
Recording 
available via 
Recording 
Services staff 
25 April 2007, 
7:30pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, UI 
Clarinet Choir (Useon Choi, 
cond.) 
Recording 
available via 
Recording 
Services staff 
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17 April 2008, 
7:30pm  
University of Illinois School 
of Music Recording Services 
UI British Brass Band, UI 
Trombone Choir (Elliot 
Chasanov, cond.) 
Recording 
available via 
Recording 
Services staff 
21 April 2009, 
7:30pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, UI 
Clarinet Choir (Joseph 
Manfredo, cond.) 
Recording 
available via 
Recording 
Services staff 
22 April 2010, 
7:30pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, UI 
Graduate Brass Quintet 
Recording 
available via 
Recording 
Services staff 
21 April 2011, 
7:30pm 
University of Illinois School 
of Music Recording Services 
UI British Brass Band, UI 
Wind Orchestra (Linda R. 
Moorhouse, cond.) 
Recording 
available via 
Recording 
Services staff 
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APPENDIX E: FANFARE FOR N.A.B.B.A. 
 
 
As discussed in Chapter 3, James Curnow’s Fanfare for N.A.B.B.A. was first published in Issue 17 of 
The Brass Band Bridge (August 1984, http://www.nabba.org/pdf/bridge/017.pdf). The work was 
most recently published in 2015 by Winwood Music, as part of 0060 Two Ceremonial Fanfares (Fanfare 
No. 1, dedicated to the North American Brass Band Association). 
 
Permission to reprint these pages from The Brass Band Bridge is given by the North American Brass 
Band Association (NABBA). 
 
Fanfare for N.A.B.B.A. is 
© Rosehill Music Publishing Company Limited 1986 and 2015. 
Reproduced here by kind permission of Winwood Music; also by James Curnow. 
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